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THE  PRINT-COLLECTOR’S  QUARTERLY 


§^jg|HE  PRINT-COLLECTOR’S  QUARTERLY 
will  be  published  by  Messrs.  Frederick  Keppel 
&  Company  four  times  a  year,  with  a  special 
Summer  Number,  should  the  acquisition  of  any  col¬ 
lection  of  prints  of  prime  importance  render  such  an 
extra  issue  desirable.  The  Quarterly  will  concern 
itself  chiefly  with  the  works  of  the  recognized  great 
masters  of  engraving  and  etching,  both  old  and  mod¬ 
ern,  and  one  number  will  be  devoted,  each  year,  to 
such  contemporary  etchings  as  seem  worthy  of  the 
serious  consideration  of  collectors. 

The  publishers  will  welcome  any  suggestions  which 
may  be  made  for  future  numbers,  and,  as  it  is  their 
desire  to  make  of  the  Quarterly  a  magazine  of  per¬ 
manent  value  to  the  constantly  growing  number  of 
print-collectors  in  America,  they  ask  for  it  a  favor¬ 
able  reception  and  the  support  of  its  many  friends. 

The  first  number  of  the  Quarterly  is  devoted 
to  the  etchings  by  Haden,  Whistler,  Meryon,  and 
Cameron,  from  the  Tracy  Dows  collection,  recently 
purchased  by  Messrs.  Frederick  Keppel  &  Company. 
The  second  number  (April)  will  treat  of  “Landscape 
Etching  of  the  Seventeenth  Century— chiefly  in  Hol¬ 
land  ’  ’ ;  and  later  issues  will  be  devoted  to  Contem¬ 
porary  Etchings,  to  French  Portrait  Engravers  of  the 
period  of  Louis  XIY,  etc.,  etc. 


NOTE  ON  THE  ETCHINGS  FROM  THE 
TRACY  DOWS  COLLECTION 


1TH  a  few  exceptions  all  the  etch¬ 
ings  herein  listed  were  purchased  by 
Mr.  Dows  from  Messrs.  Frederick 
Keppel  &  Company,  and  in  repurchasing  the 
collection  from  him  they  are  glad  to  be  able 
again  to  offer  for  sale  so  many  important 
pieces  in  impressions  of  such  quality.  The 
etchings  and  dry-points  by  Seymour  Haden 
were  selected  for  Mr.  Dows  by  the  artist  him¬ 
self  and  are,  without  exception,  fine. 


SEYMOUR  HADEN 


^=£2=^  HERE  is  no  etcher  of  the  nineteenth  century 
53  who  stands  in  smaller  need  of  a  recommenda- 
i&rQy,  tion  than  Seymour  Haden.  From  the  first 
his  qualities  were  recognized  and  valued  as  they  de¬ 
serve  to  he. 

Never  before  was  a  case  known  in  which  a  man  fol¬ 
lowing  an  entirely  different  career  suddenly  jumped 
into  fame  and  was  hailed  as  an  artist  of  high  rank. 

By  profession  he  was  a  surgeon,  and  had  become 
a  very  successful  one  when  he  adopted  etching  as  a 
pastime,  and  in  the  treatment  of  landscape  took  rank 
as  the  ablest  of  them  all.  The  beautiful,  quiet  land¬ 
scapes  of  England,  Ireland,  and  Scotland  yielded  to 
him  pictures  which  had  never  been  so  well  done  be¬ 
fore  ;  and  these  beautiful  landscapes  of  his  were  done 
entirely  for  his  own  amusement,  and  not  at  all  for 
exhibition  or  for  sale  to  the  public. 

But  if  he  never  sought  the  public,  the  public  cer¬ 
tainly  sought  him,  and  the  result  is  that  some  of  his 
rarer  etchings  sell  to-day  at  prices  as  high  as  are  paid 
for  first-class  etchings  by  Rembrandt. 

Seymour  Haden  died  in  1910  at  the  great  age  of 
ninety-three,  and  he  retained  his  very  distinguished 
mental  faculties  to  the  end.  F.  K. 


SEYMOUR  HADEN 


The  etchings  marked  with  an  asterisk  did  not  form  part  of  the  Tracy 
Dows  collection,  but  have  been  included  in  this  list  on  account 
of  their  beauty  and  the  quality  of  the  impressions. 

Thames  Fishermen.*  (Drake  No.  11) 

First  state  (of  three  states).  Printed  by  Delatre  in 
brown  ink  on  India  pajjer.  Very  rare.  Eighty  proofs 
only  printed. 

Egham.  (Drake  No.  14) 

Third  state. 

(See  Illustration) 

Egham  Lock*  (Drake  No.  15) 

First  state. 

Sub  Tegmine.*  (Drake  No.  16) 

Second  state,  on  thin  Japan  paper.  Extremely  rare. 

This  plate  in  either  state  is. extremely  rare.  The  words  ‘Green¬ 
wich  Park  1859’  are  in  the  handwriting  of  Mr.  Whistler,  and 
the  plate  was  etched  on  the  same  day  as  that  gentleman’s  Green¬ 
wich  Pensioner,  Wedmore  No.  32.” 

H.  Nazeby  Harrington. 


Fulham*  (Drake  No.  18) 

First  state. 

A  Water  Meadow.  (Drake  No.  20) 

“I  like  this  plate— which  is  saying  a  great  deal.  S.  H.” 

...  a  vivacious,  happy,  sympathetic  transcript  of  a  sud¬ 
den  rainstorm  m  the  Hampshire  lowlands,  where  poplars  flour¬ 
ish  and  grass  grows  rank.” 

Frederick  Wedmore,  Fine  Prints,  p.  106. 
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EGH  AM 
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Early  Morning — Richmond 


Early  Morning — Richmond.  (Drake  No.  21) 

“The  conception  of  the  plate  itself  has  a  poetry  of  its  own,  and 
is  filled  with  the  freshness  of  the  morning.” 

P.  G.  Hamerton,  Etching  and  Etchers,  p.  307. 

“This  was  done  actually  at  sunrise.”  Seymour  Haden. 

(See  Illustration) 


Mouth  of  a  Brook.  (Drake  No.  25) 

Trial  proof  C,  in  brown  ink.  Six  impressions  only.  In 
the  handwriting  of  the  artist,  ‘ 1  Dromore,  County  Kerry. 
Ireland.  ’  ’ 

(See  Illustration) 


A  By-Road  in  Tipperary.  (Drake  No.  28) 

Proof  on  thin  Japan  paper,  in  a  state  undescribed  by 
Drake  or  Harrington.  Between  the  first  and  second 
states,  before  the  work  in  the  loAver  right  foreground 
was  erased.  In  the  handwriting  of  the  artist,  ‘  ‘  one  of 
the  few  (not  more  than  four  in  all)  that  exist.” 

(See  Illustration) 


Combe  Bottom.*  (Drake  No.  29) 

First  state.  The  rabbits  cast  long  shadows  across  the 
grass. 

“Combe  Bottom  is  unsurpassed  for  sweetness  and  spontaneity.” 

Frederick  Wedmore,  Fine  Prints,  p.  106. 

“Every  art  lover  comes  in  time  to  have  special  preferences  for 
certain  pictures,  and  I  confess  that  this  is  one  of  my  own  spe¬ 
cial  favorites.  There  is  a  certain  freshness  of  early  morning 
which,  to  me,  is  altogether  charming.” 

Frederick  Keppel, 

Personal  Sketches  of  Some  Famous  Etchers. 

The  Holly  Field.  (Drake  No.  30) 

Shere  Mill  Pond.  A  small  study.  (Drake  No.  34) 

Shere  Mill  Pond.  The  large  plate.  (Drake  No.  35) 

Second  state,  the  sky  removed.  An  unusually  fine  im¬ 
pression. 

“With  the  single  exception  of  one  plate,  by  Claude,  this  is  the 
finest  etching  of  a  landscape  subject  that  has  ever  been  exe¬ 
cuted  in  the  world.” 

P.  G.  Hamerton,  Etching  and  Etchers,  p.  305. 
(See  Illustration) 
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Cranbrook.  (Drake  No.  39) 

First  state,  with  the  dog'  in  outline  and  one  ship  only  at 
sea.  From  the  collection  of  Philippe  Burty.  In  the 
handwriting  of  the  artist,  “a  Burty— S.  Haden.” 

A  Sunset  in  Ireland.  (Drake  No.  44) 

Trial  proof  F.  The  water  is  in  flood  and  the  bank  high 
on  the  left. 

“A  Sunset  in  Ireland  is  Haden’s  best  work  in  dry-point,  and 
it  certainly  deserves  its  reputation  of  one  of  its  author’s  mas¬ 
terpieces.  The  quiet,  peaceful  sunset  behind  the  dark  masses 
of  trees  makes  a  plate  of  exquisite  beauty.  There  are  great 
differences  in  the  various  states,  so  that  a  choice  among  them  is 
extremely  difficult.  The  rich,  dark,  late-evening  effect  of  the 
second  state  is  quite  as  fine  in  its  way  as  the  lighter  and  more 
delicate  early-evening  effect  of  the  earlier  impressions.” 

Atherton  Curtis. 

(See  Illustration) 


The  Same. 

Second  state. 

This  plate,  and  also  A  By-Road  in  Tipperary ,  were  done  in 
the  park  of  Viscount  Hawarden,  in  the  most  beautiful  part  of 
Tipperary.”  Seymour  Haden. 


Battersea  Reach.  (Drake  No.  45) 

First  state,  before  the  sky  and  the  river  were  cleared. 
In  the  handwriting  of  the  artist,  “  1st— rare.  ” 

‘‘Gives  the  sense  of  space  and  air.  .  .  .  Mr.  Haden’s  love  for 
large  white  space  was  never  more  strikingly  manifested  than 
in  the  published  state  of  this  etching.” 

P.  G.  Hamerton,  Etching  and  Etchers,  p.  307. 


Whistler’s  House,  Old  Chelsea*  (Drake  No.  47) 

First  state. 

Great  care  was  taken  in  the  drawing  of  this  plate,  especially 
m  the  foreshortening  of  the  barges,  which  gave  me  infinite 
trouble,  I  remember.  It  wore  out  very  soon,  and  had  to  be 
destroyed  before  it  had  given  its  full  quota  of  impressions.” 

Seymour  Haden. 

Newcastle  in  Emlyn.  (Drake  No.  55) 


The  House  of  the  Smith.  (Drake  No.  56) 

First  state,  on  vellum. 

Kenarth.  (Drake  No.  57) 

First  state. 
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A  By-Road  in  Tipperary 


Kilgaren  Castle.  (Drake  No.  58) 

A  Child’s  Head.  (Drake  No.  59) 

A  dry-point  made  at  the  back  of  the  plate  of  Kilgaren 
Castle.  Very  rare. 

Cardigan  Bridge.  (Drake  No.  60) 

First  state. 

Penton  Hook.  (Drake  No.  62) 

Trial  proof  B.  From  the  collection  of  Philippe  Burtv. 

The  Same. 

First  state,  the  tree  erased  and  re-etched. 

Thames  Ditton,  with  a  Sail.  (Drake  No.  64) 

Trial  proof  A.  From  the  collection  of  Philippe  Burty. 
There  are  only  six  impressions  in  this  state. 


The  Same. 

First  state,  before  the  plate  was  reduced  in  size.  ‘ 1  About 
fifteen  impressions  only  taken.”  —  Drake. 


Brentford  Ferry. 

First  state. 


(Drake  No.  66) 


The  Towing  Path.  (Drake  No.  67) 

Trial  proof  E,  before  the  first  state.  With  “Hampton 
Court  ’  ’  on  the  left. 

“Mr.  Haden  always  thought  this  one  of  his  best  plates — an 
opinion,  however,  in  which  he  has  stood,  he  is  bound  to  say, 
pretty  much  alone.  Whether  it  is  the  lady  or  the  dog  he  knows 
not,  but  it  has  never  been  a  favorite.”  Seymour  Haden. 

Evening.  (Drake  No.  68) 


Kew  Ait. 


(Drake  No.  77) 


Sunset  on  the  Thames.  (Drake  No.  83) 

First  state. 

“The  effect  of  light  is  given  with  such  magnificent  force  that 
the  whole  sky  flames.” 

P.  G.  Hamerton,  Etching  ancl  Etchers,  p.  301. 

“He  can  show  us  with  a  few  well  placed  strokes  a  splendid, 
radiant  sunset  as  in  the  Sunset  on  the  Thames,  or  a  glistening 
sunrise  dispelling  the  morning  mists,  as  in  his  Early  Morning — 
Richmond.”  Atherton  Curtis. 
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(Drake  No.  87) 


Little  Calais  Pier. 

First  state. 


Horseley’s  House  at  Willesley.  (Drake  No.  88) 

Trial  proof  A,  before  the  two  vertical  rays  in  the  blank 
part  of  the  sky. 

Horseley’s  Cottages.  (Drake  No.  90) 

In  the  handwriting  of  the  artist,  to  the  left,  *  ‘  Seymour 
Haden  —  Scarce,”  and  to  the  right,  ”30  July  1876.” 


Old  Willesley  House. 
Twickenham  Church. 
Twickenham  Bushes. 

The  Assignation.* 

Fine  and  early  impression 
paper. 


(Drake  No.  91 ) 

(Drake  No.  95) 

(Drake  No.  96) 

(Drake  No.  97) 
in  black  ink,  on  thin  verge 


Yacht  Tavern,  Erith.  (Drake  No.  101) 

Trial  proof  A,  before  the  girl  reading,  the  lady  walking, 
and  the  ships  were  erased  from  the  plate. 

(See  Illustration) 

Erith  Marshes.*  (Drake  No.  102) 

Trial  proof,  before  the  lines  in  the  sky  to  the  left  were 
removed. 

The  Same. 

First  state. 


The  Moat  House.  (Drake  No.  103) 

Second  state. 

Sonning  Bank.  (Drake  No.  105) 

Second  state. 


Harry  Kelley’s,  Putney. 

First  state. 


(Drake  No.  107) 


Feather’s  Tavern. 

Second  state,  the  plate  reduced  in  size. 
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(Drake  No.  108) 
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Shere  Mill  Pond 
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A  Sunset  in  Ireland 


Thames  Side. 


(Drake  No.  109) 

Bark  Refitting.  (Drake  No.  112) 

Trial  proof  B  (Harrington),  before  the  first  state,  be¬ 
fore  the  sailing  boats,  etc.,  to  the  left  were  removed. 

Firs  —  A  Study.  (Drake  No.  113) 

Mount’s  Bay.  (Drake  No.  114) 

First  state. 

The  Three  Sisters.  (Drake  No.  116) 

“This  was  done  in  an  old  chase,  in  which  is  a  hunting  lodge 
which  belonged  to  the  Dukes  of  Northumberland,  and  which, 
before  the  reform  bill,  returned  five  members  to  Parliament.  It 
is  one  of  the  finest  of  our  old  English  Parks.” 

Seymour  Haden. 

A  Riverside,  Devon.  (Drake  No.  117) 

Battersea  Bridge.  (Drake  No.  120) 

Second  state,  before  the  plate  was  reduced  in  size. 

A  Little  Pool.  (Harrington  No.  136) 

First  state. 

The  Island,  Boyle’s  Farm.  (Drake  No.  121) 

The  Inn,  Purfleet.  (Drake  No.  122) 

First  state,  with  the  sitting  figures  mending  three  nets. 
In  the  handwriting  of  the  artist,  “scarce  1st  state.” 


The  Same. 

Third  state,  the  plate  reduced  in  size. 

A  Likely  Place  for  a  Salmon.  (Drake  No.  124) 

In  the  handwriting  of  the  artist,  “1st  rare.  ” 

Ludlow  Castle.  (Drake  No.  125) 

Breaking  up  of  the  “Agamemnon.”*  (Drake  No.  128) 

First  state. 

“With  such  a  subject  as  this  for  a  motive,  an  etcher  will  do 
manly  work  if  the  strength  to  do  it  is  in  him.  And  this  is 
manly  work.”  P.  G.  Hamerton. 

“Perhaps  all  things  considered,  the  artist’s  masterpiece.” 

Atherton  Curtis. 
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The  Same. 

Second  state.  The  objects  in  the  distance  have  been 
replaced  by  dock-yard  sheds. 

Iffley  Mill.  (Drake  No.  129) 

A  Brig  at  Anchor.  (Drake  No.  130) 

Sawley  Abbey.*  (Drake  No.  131) 

Trial  proof  A.  From  the  Seymour  Iladen  collection. 

The  Same. 

Trial  proof  B.  Some  of  the  reeds  are  removed  at  the 
right  and  a  hill  is  added  in  the  middle  distance. 

The  Same.* 

Trial  proof  D  (Harrington).  The  dogs  and  reeds  have 
been  entirely  removed  from  the  foreground. 

The  Same. 

First  state.  There  are  three  sheep  in  the  foreground. 


Scotch  Firs,  Inveroran.  (Drake  No.  133), 

Trial  proof  A,  with  the  mountain  top  seen  in  the  dis¬ 
tance.  In  the  handwriting  of  the  artist  in  the  lower 
left  corner,  “7  July  1877.” 


The  Same. 

First  state,  the  mountain  removed. 


The  Amstel — a  memorandum.  (Drake  No.  134) 

First  state,  before  the  white  sail  in  the  middle  distance 
was  shaded  and  before  the  two  men  hauling  timber  out 
of  the  water  in  the  foreground. 

“From  a  window  in  the  Amstel  Hotel  at  Amsterdam.” 

Seymour  Haden. 

The  Mill  Wheel.  (Drake  No.  136) 

Second  state,  with  the  sky. 
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Yacht  Tavern,  Erith 
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The  Boat  House.  (Drake  No.  139) 

First  state,  before  the  plate  was  reduced  in  size. 

“The  plate  is  done  at  Purfleet,  a  place  to  which  I  often  resort 
for  an  afternoon  of  fresh  semi-sea  air.  On  no  occasion  that  I 
recollect  have  I  ever  been  there  without  seeing  the  white  horse 
which  appears  in  the  etching,  and  which  I  understand  is  an  old 
pensioner  of  Mr.  Whitebread’s,  who  lived  hard  by.” 

Seymour  Haden. 

The  Same.* 

Watercolor  drawing  made  on  the  basis  of  a  counter 
proof.  From  the  Seymour  Haden  collection. 


Calais  Pier.*  (Drake  No.  140) 

After  Turner. 

Trial  proof  C.  The  sky  (which  was  commenced  in  B) 
is  removed,  except  in  the  right-hand  corner  of  the  plate. 

Seymour  Haden,  writing  in  1875  to  Philip  Gilbert  Hamerton, 
says  of  this  plate:  “I  have  done  an  etching  of  Turner’s  ‘Calais 
Pier,’  36  inches  square,  which  is  by  many  degrees  the  finest 
thing  (if  I  may  be  permitted  so  superlative  an  expression)  I 
have  done,  or  ever  shall  do.  I  mean  to  publish  it  about  the 
close  of  the  year.  I  have  built  a  press  for  printing  it,  and  am 
having  paper  made  expressly  and  real  sepia  (which  is  magnifi¬ 
cent  both  in  color  and  price)  got  from  the  Adriatic  for  the  work; 
so  great  things  ought  to  result.” 

This  letter  is  quoted  as  above  in  Philip  Gilbert  Hamerton: 
Autobiography  and  Memoir  (page  386),  in  the  memoir  written 
by  his  widow.  The  memoir  continues: 

“And  the  result  was  certainly  by  far  the  finest  of  modern  etch¬ 
ings,  according  to  Mr.  Hamerton's  opinion.  In  some  particu¬ 
lars  he  preferred  the  ‘Agamemnon,’  but  the  size  of  the  ‘Calais 
Pier,’  as  an  increase  of  difficulty,  was  to  be  considered,  and  if 
the  ‘Agamemnon’  was  an  original  conception,  it  cannot  be  said 
that  ‘Calais  Pier’  was  a  copy — so  much  being  due  to  interpre¬ 
tation.  Later  on,  when  my  husband  was  in  possession  of  this 
chef-d’oeuvre,  it  always  occupied  the  place  of  honor  in  the 
house.” 


The  Same.* 

Trial  proof  D,  the  sky  re-etched.  Six  proofs  only  taken. 

The  Same.* 

Second  state.  Fifty  proofs  only. 


The  Same.* 

The  plate  mezzotinted.  In  the  handwriting  of  the  ar¬ 
tist,  1 1  one  taken. ’ ’ 


Winchelsea  Canal. 


25 


(Drake  No.  144) 


(Drake  No.  146) 


Windmill  Hill,  Number  One. 

First  state. 

“Windmill  Hill  is  a  high  common,  near  Swanage,  which  has 
long  served  as  a  landmark  for  vessels  at  sea.  This  and  all  the 
following  plates  up  to  (Drake)  No.  160  were  all  done  within  a 
fortnight  in  the  immediate  neighborhood  of  Swanage  in  Dorset¬ 
shire.”  Seymour  Haden. 

“The  most  admirable,  Rembrandt-like,  Geddes-like,  dry-point, 
Windmill  Hill.”  Frederick  Wedmore,  Fine  Prints,  p.  104. 

(See  Illustration) 

Windmill  Hill,  Number  Two.  (Drake  No.  147) 

Ye  Compleat  Angler.  (Drake  No.  149) 

Nine  Barrow  Down.  (Drake  No.  150) 


The  Keep. 


(Drake  No.  151 ) 


The  Sluice. 


( Drake  No.  152) 


Swanage  Bay. 
Newton  Manor. 


(Drake  No.  156) 
(Drake  No.  157) 


Challow  Farm.  (Drake  No.  158) 

(See  Illustration) 

Wareham  Bridge.*  (Drake  No.  159) 

The  bridge  and  houses  in  the  middle  distance  are  still  in 
outline.  From  the  Seymour  Haden  collection. 


The  Little  Boat  House.  (Drake  No.  160) 

First  state,  with  the  boat  in  the  right  foreground. 


A  Backwater.*  (Drake  No.  161) 

Trial  proof  C  (Harrington).  Before  the  burr  on  the 
plate  was  reduced  and  before  the  ducks. 


Sketch  at  the  Back  of  a  Zinc  Plate.*  (Drake  No.  162) 

Proof  in  brown  ink  on  greenish  paper.  Extremely  rare. 

The  Two  Cows.*  (Drake  No.  163) 

Willows.*  (Drake  No.  164) 

Trial  proof  A,  before  the  two  lambs  in  the  left  fore¬ 
ground. 
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Challow  Farm 
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An  Early  Riser 


The  Same. 

The  two  lambs  are  introduced  in  the  left  foreground. 


Dusty  Millers.  (Drake  No.  165) 

Trial  proof  A.  In  the  handwriting  of  the  artist,  1 1  trial. 
Jan.  6,  1878.” 

The  Same. 

First  state.  The  man  getting  over  the  stile  has  no 
fishing-rod,  and  the  reins  in  front  of  the  cart  are  not 
yet  expressed. 

Barbel  Fishing.  (Drake  No.  166) 


The  Vicarage. 


(Drake  No.  167) 


Grim  Spain. 


(Drake  No.  168) 


“The  bones  of  the  English  besiegers  of  Burgos  under  Welling¬ 
ton  still  lie  unburied  around  the  town.”  Seymour  Haden. 


The  Tank,  Cintra. 


(Drake  No.  172) 


Inside  the  Cork  Convent,  Cintra. 


(Drake  No.  175) 


The  Amstel.  (Drake  No.  177) 

Extemporized  during  a  lecture  at  the  Koyal  Institution, 
March  29,  1879. 

Windsor.*  (Drake  No.  183) 

First  state,  twenty-five  proofs  only. 


The  Same.* 

Second  state,  twenty-five  proofs  only. 

The  Same.* 

Third  state,  twenty-five  proofs  only. 

The  Same.* 

Fourth  state,  fifty  proofs  only. 

Greenwich.*  (Drake  No.  184) 

Trial  proof  A. 

Five  impressions  only.  In  the  handwriting  of  the  ar¬ 
tist,  ‘‘  first  trial  from  plate — figures  afterward  effaced.” 

“Young  men,  two  in  a  boat,  and  one  bathing,  try  to  reach  a 
floating  bottle  which  has  come  down  with  the  tide.”  Drake. 
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The  Same.* 

Trial  proof  C.  A  boat,  which  is  entirely  white,  is  added 
in  the  immediate  foreground.  In  the  handwriting  of 
the  artist,  “  early  trial  proof.  With  white  boat.” 

The  Same.* 

Trial  proof  D,  undescribed  by  Drake.  The  white  boat 
is  now  shaded  both  inside  and  out.  In  the  handwriting 
of  the  artist,  “trial  C.  With  three  smaller  boats.” 

The  Same.* 

First  state.  The  boat  is  now  in  ruins.  Special  proof, 
retouched  in  white  by  the  artist  as  a  model  for  altera¬ 
tions  in  a  later  state. 

The  Minister’s  Horse.  (Harrington  No.  214) 

First  state.  “Very  few  impressions  printed. ’’—Har¬ 
rington. 

A  Lancashire  River.*  (Harrington  No.  215) 

Trial  proof  C,  from  the  Seymour  Haden  collection. 

A  well-known  salmon  pool  on  the  Eibble. 

In  Sir  Seymour ’s  opinion  this  is  one  of  his  very  finest 
plates.  It  was  awarded  the  Medal  of  Honor  at  the 
Paris  Exposition  of  1889. 

A  Village  Ford.*  (Harrington  No.  216) 

Trial  proof  A,  with  the  second  cow  in  the  middle  dis¬ 
tance.  From  the  Seymour  Haden  collection. 

The  Same.* 

Trial  proof  B.  The  second  cow  (that  on  the  left)  has 
been  removed. 

The  Same.* 

Second  state,  the  plate  reduced  to  10%  x7  inches.  There 
is  a  man  with  a  ladder  by  the  haystack  and  there  are 
clouds  in  the  sky. 

Encombe  Woods,  Number  Two.*  (Harrington  No.  219) 

Trial  proof  C.  The  plate  now  measures  14x9  inches. 
From  the  Seymour  Haden  collection. 

The  Same.* 

The  plate  reduced,  the  reflections  of  the  donkeys  added. 
From  the  Seymour  Haden  collection. 
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(Harrington  No.  220) 
(Harrington  No.  221) 


Cowdray  Castle  —  with  Cows. 

Cowdray  Castle  —  with  Geese. 

The  Four  Cows.  (Harrington  No.  223) 

In  the  handwriting  of  the  artist,  “trial  (A),”  but  a 
first  state  according  to  Harrington. 

The  Test  at  Longparish.  (Harrington  No.  224) 

First  state. 

A  Salmon  River.  (Harrington  No.  226) 

First  state,  before  the  plate  was  reduced  in  size. 

The  Breaking  up  of  the  “Agamemnon.”  The  second  plate. 

(Harrington  No.  229) 

Trial  proof  B,  the  pure  etching.  The  sail  on  the  mizzen¬ 
mast  is  added  in  outline.  In  the  handwriting  of  the 
artist,  ( ‘  not  published  or  described.  ’  ’  Bare. 

The  Little  Longparish.*  (Harrington  No.  236) 

First  state. 

“Across  a  shallow  rocky  torrent,  there  is  seen,  dimly  through 
the  mist,  a  stag  with  noble  antlers,  facing  the  spectator.  To 
the  left,  the  rising  sun  lights  the  surface  of  the  flat  rocks.  The 
whole  atmosphere  seems  to  quiver  with  the  light  penetrating  the 
mists.”  Harrington. 

An  Early  Riser.  (Harrington  No.  240) 

(See  Illustration) 


Grayling  Fishing.  (Harrington  No.  241) 

This  plate  and  An  Early  Eiser  were  awarded  the  Medal 
of  Honor  at  the  Paris  Exposition  of  1900. 


Note.  The  catalogues  of  Seymour  Haden ’s  work, 
referred  to  above,  are: 

A  Descriptive  Catalogue  of  the  Etched  Work  of  Francis 
Seymour  Haden.  By  Sir  William  Drake,  F.S.A.  Lon¬ 
don,  1880. 

The  Engraved  Work  of  Sir  Francis  Seymour  Haden,  P.B.E. 
An  illustrated  and  descriptive  catalogue  by  II.  Nazeby 
Harrington.  Liverpool,  1910. 
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J.  A.  McNEILL  WHISTLER 


the  case  of  a  man  of  genius  we  cannot  mea- 
^7?  Wo  sure  by  the  rules  which  we  apply  to 
ordinary  and  commonplace  humanity.  Whis¬ 
tler  was  such  a  man,  and  being  a  man  of  genius  we 
must  take  him  as  he  was— for  he  had  “the  defects  of 
his  qualities”  and  was  not  to  be  bound  by  the  rules 
which  bind  ordinary  people. 

An  eminent  English  painter  has  told  me  that 
Whistler,  undoubtedly,  has  had  more  influence— and 
better  influence — on  the  painting  and  the  etching  of 
his  time  than  any  other  man.  No  artist  was  ever  less 
beholden  to  the  rules  and  traditions  of  the  making  of 
pictures  than  he.  He  was  “a  law  unto  himself” — 
and  a  law  which  has  been  adopted  by  many  another 
artist.  But  the  case  of  these  imitators  may  be  illus¬ 
trated  by  quoting  the  pungent  saying  of  old  Dr. 
Samuel  Johnson,  who,  when  some  one  said  of  a  con¬ 
temporary  and  now  forgotten  poet,  that  his  verses 
were  like  John  Dryden’s  and  quite  as  good:  “Sir,” 
said  the  literary  autocrat,  “your  friend  may  make 
Dryden’s  report — but  he  does  not  carry  his  bullet.” 
Similarly,  though  many  artists  have  imitated  Whis¬ 
tler’s  detonation  not  one  of  them  has  carried  his  tell¬ 
ing  projectile.  This  is  especially  true  in  the  case  of 
Whistler’s  etchings.  No  man  can  imitate  him  suc¬ 
cessfully.  F.  K. 
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J.  A.  McNEILL  WHISTLER 


The  etchings  marked  with  an  asterisk  did  not  form  part  of  the  Tracy 
Dows  collection,  hut  have  been  included  in  this  list  on  account 
of  their  beauty  and  the  quality  of  the  impressions. 


La  Retameuse. 

On  chine  collee. 


(Wedmore  No.  5.  Mansfield  No.  11. 
Kennedy  No.  14) 

One  of  the  French  Set. 


En  Plein  Soleil. 


(W.  No.  6.  M.  No.  12. 


On  chine  collee.  One  of  the  French  Set. 


K.  No.  15) 


La  Mere  Gerard.  (W.  No.  9.  M.  No.  13.  K.  No.  11) 

On  chine  collee.  One  of  the  French  Set. 

‘‘An  old  lady,  who  is  said  to  have  written  poetry,  and,  possibly 
in  consequence,  came  down  in  the  world,  and  was  forced  to  sell 
violets  at  a  gate  of  the  Luxembourg  Gardens.  Whistler  painted 
and  etched  her  several  times  and  of  her,  in  the  Latin  Quarter, 
endless  stories  were  told  by  him.”  Joseph  Pennell. 


Little  Arthur.  (W.  No.  13.  M.  No.  7.  K.  No.  9) 

On  chine  collee.  One  of  the  French  Set. 

Arthur  Haden,  son  of  Sir  F.  Seymour  Haden  ana 
Whistler ’s  nephew. 


Annie.  (W.  No.  15.  M.  No.  8.  K.  No.  10) 

Early  proof,  before  the  name  Annie  below.  On  chine 
collee.  Annie  Haden,  the  daughter  of  Seymour  Haden. 
She  later  became  the  wife  of  Mr.  Charles  Thynne.  One 
of  the  French  Set. 


33 


La  Marchande  de  Moutarde.  (W.  No.  16.  M.  No.  22. 

K.  No.  22) 

Early  proof  with  the  address  of  Delatre.  One  of  the 
French  Set. 

Fumette.  (W.  No.  18.  M.  No.  15.  K.  No.  13) 

On  chine  coilee.  One  of  the  French  Set. 

“Fumette  was  a  model,  one  of  the  first  professional  models  who 
sat  to  him.  She  had  a  terrible  temper  and  one  day,  in  a  rage, 
she  tore  up— not  his  prints,  as  Wedmore  says — but  a  number 
of  drawings.”  Joseph  Pennell. 


Thames  Warehouses.  (W.  No.  35.  M.  No.  37.  K.  No.  38) 

One  of  the  Thames  Set. 


“To  that  Early  Period,  to  that  first  time,  belonged  then  these 
two  Sets:  the  second  with  its  infinitely  interesting  Pool,  Thames 
Police,  Thames  Warehouses,  and  Black  Lion  Wharf.” 

Frederick  Wedmore,  Whistler  and  Others,  p.  22. 

Westminster  Bridge.  (W.  No.  36.  M.  No.  38.  K.  No.  39) 

One  of  the  Thames  Set. 

“One  of  the  few  plates  in  which  the  monumental  architecture  of 
London  appears — the  Houses  of  Parliament.  That  he  could 
draw  architecture  is  completely  proved  by  the  Belgian  Series 
alone,  but  he  did  not  care  for  it  usually.  ‘And  why  repeat  a 
masterpiece?’  he  always  said.”  Joseph  Pennell. 


Limehouse.  (W.  No.  37.  M.  No.  39.  K.  No.  40) 

One  of  the  Thames  Set. 

Eagle  Wharf.  (W.  No.  39.  M.  No.  40.  K.  No.  41) 

One  of  the  Thames  Set. 

Black  Lion  Wharf.  (W.  No.  40.  M.  No.  41.  K.  No.  42) 

One  of  the  Thames  Set. 

“Mr.  Whistler’s  plate,  Black  Lion  Wharf,  or  The  Black  Lion, 
a  reproduction  of  which  is,  I  believe,  to  be  published  in  to-day’s 
Chronicle,  is  one  of  the  greatest  engraved  plates  that  has  been 
produced  in  modern  times.  I  would  even  say  that  it  is  the 
greatest  etching  of  modern  times  were  it  not  for  the  fact  that  it 
is  but  one  of  a  set  known  as  The  Thames  Series,  etched  by  the 
master  some  thirty-five  years  ago.” 

Joseph  Pennell,  in  a  letter  to  the  London 
Daily  Chronicle,  February  22,  1895. 

“To  me  the  finest  of  the  Thames  Set,  finer  than  anything  Rem¬ 
brandt  ever  etched  of  this  sort.  He  told  me  he  worked  on  the 
plate  three  weeks.”  Joseph  Pennell. 


The  Pool.  (W.  No.  41.  M.  No.  42.  K.  No.  43) 

One  of  the  Thames  Set. 
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The  Limeburner 


35 


Becquet 


36 


Rotherhithe 


37 
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Amsterdam,  etched  from  the  Tolhuis 


The  Thames  Police.  (W.  No.  42.  M.  No.  43.  K.  No.  44) 

One  of  the  Thames  Set. 

“This  police  station  stood  until  a  few  years  ago,  when  rebuilt 
near  Wapping  Pier.  The  surroundings  are  still  much  the  same.” 

Joseph  Pennell. 

The  Limeburner.  (W.  No.  44.  M.  No.  45.  K.  No.  46) 

One  of  the  Thames  Set. 

One  of  the  most  beautiful  of  Whistler ’s  plates,  and 
probably  the  earliest  example  of  a  system  of  composi¬ 
tion  which  became  very  characteristic  of  him— that  of  a 
vista  seen  through  a  frame.  Later  examples  of  it  are: 
The  Traghetto,  The  Beggars,  Doorway  and  Vine,  San 
Biagio,  and  perhaps  the  last  and  frankest  expression  of 
all,  The  Garden.  In  these  plates  the  foreground  and 
middle  distance  are  treated  as  an  elaborate  frame,  for 
the  most  part  in  shadow,  through  which  is  seen  a  small 
and  usually  brilliantly  lighted  distance. 

(See  Illustration) 

Becquet.  (The  Fiddler.)  (W.  No.  48.  M.  No.  52.  K.  No.  52) 

One  of  the  Thames  Set. 

Sir  Seymour  Haden,  who  could  certainly  be  trusted 
not  to  overpraise  Whistler’s  work,  said  of  this  plate, 
‘ 1  Eembrandt  never  did  anything  finer.  ’  ’ 

“The  figure  of  the  violoncellist  is  merely  indicated  with  a  few 
swift  lines;  but  the  head  is  fully  elaborated  with  an  incompara¬ 
ble  minuteness  and  fineness  of  touch.  The  more  closely  it  is 
examined  the  more  complete  and  finished  it  appears  and  the 
more  beautiful  its  workmanship.” 

Mrs.  Schuyler  Yan  Rensselaer, 

The  Century  Magazine,  August,  1893. 

(See  Illustration) 


Rotherhithe.  (W.  No.  60.  M.  No.  66.  K.  No.  66) 

One  of  the  Thames  Set. 

“Every  brick  in  the  building  on  the  right  is  carefully  drawn,  in 
order  to  produce  the  desired  effect  of  color.  This  plate  is  one  of 
the  strongest  and  most  vigorous  of  the  series.” 

T.  R.  Way,  The  Art  of  J.  McNeill  Whistler,  p.  69. 

“This  plate  was  made  on  the  balcony  of  the  Angel  Inn,  still 
standing  on  the  south  side  of  the  River,  at  Cherry  Gardens. 
Rotherhithe  is  in  the  extreme  distance.  From  this  balcony  also, 
the  oils  Wapping  and  The  Thames  in  Ice  were  painted.  A 
scratch  across  the  skv  is  in  some  prints.  Whistler  told  me  this 
was  caused  by  a  brick  from  a  chimney  being  repaired  falling 
behind  him  and  making  him  jump  so  that  he  scratched  the 
plate  with  his  needle  from  top  to  bottom.”  Joseph  Pennell. 

(See  Illustration) 
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The  Forge.  (W.  No.  63.  M.  No.  68.  K.  No.  68) 

One  of  the  Thames  Set. 

“This  was  made  in  Brittany,  at  Perros  Guirec  in  the  year  1861. 
As  in  almost  all  the  sets,  he  included  plates  which  have  no 
relation  to  the  title.”  Joseph  Pennell. 

The  Little  Pool.  (W.  No.  72.  M.  No.  73.  K.  No.  74) 

One  of  the  Thames  Set. 


Cadogan  Pier.  (Early  Morning,  Battersea.)  (W.  No.  79. 

M.  No.  75.  K.  No.  75) 

One  of  the  Thames  Set. 

“Cadogan  Pier,  which  may  be  compared  with  the  lithograph 
entitled  Early  Morning,  is  a  poetical  etching  of  the  river  off 
Battersea  in  the  morning  mist,  when  ‘a  common  greyness  silvers 
everything.’  ” 

T.  R.  Way,  The  Art  of  J.  McNeill  Whistler,  pp.  73-74. 

Old  Hungerford  Bridge.  (W.  No.  80.  M.  No.  76.  K.  No.  76) 

One  of  the  Thames  Set. 

“The  reflections  in  the  water  are  exquisite,  and  in  the  far  dis¬ 
tance  the  buildings  down  the  river  are  indicated  with  great 
subtlety  of  touch.” 

T.  R.  Way,  The  Art  of  J.  McNeill  Whistler,  p.  71. 

“The  Suspension  Bridge  at  Hungerford  Market.  Now  Charing 
Cross  Railway  Bridge  crosses  the  River  at  the  same  spot.  To 
me  the  feeling  of  life  and  movement  on  the  water  is  better 
expressed  than  in  any  other  of  the  Thames  Series.” 

Joseph  Pennell. 


Amsterdam,  etched  from  the  Tolhuis. 

(W.  No.  82.  M.  No.  91.  K.  No.  91) 

First  state,  before  the  butterfly,  with  the  wild  sky.  On 
thin  Japan  paper. 

“The  first  of  his  Dutch  plates — made  probably  on  his  first 
journey  to  Holland.  At  the  same  time  his  Thames  plates  were 
shown  in  an  exhibition  at  The  Hague  and  he  was  awarded  a 
gold  medal.”  Joseph  Pennell. 

(See  Illustration) 


The  Same.* 

Fourth  state,  the  sky  redrawn,  with  the  butterfly. 

Weary.*  (W.  No.  83.  M.  No.  92.  K.  No.  92) 

On  thin  Japan  paper.  Of  exquisite  beauty. 

“Of  all  the  portraits,  however,  that  entitled  Weary,  a  beautiful 
study  of  a  girl  lying  back  in  a  chair,  every  line  expressing 
fatigue,  and  the  portrait  of  Florence  Leyland  with  its  perfect 
grace  of  line  and  pose,  are  perhaps  the  most  completely  satis¬ 
fying.”  T.  R.  Way,  The  Art  of  J.  McNeill  Whistler,  p.  72. 
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Weary 
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1 1  ii 
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London  Bridge 


43 


A  Sketch  from  Billingsgate 


44 


Nocturne 


“A  portrait  of  Jo  (his  first  English  model,  The  White  Girl), 
though  it  has  been  called  Jenny,  after  Rossetti’s  poem.  As 
Whistler  knew  Rossetti  at  the  time,  it  is  interesting.  The  figure 
was  started  at  the  other  end  of  the  plate,  where  a  dry-point  of 
the  head  is  to  be  seen,  only  partly  scratched  out.” 

Joseph  Pennell. 

(See  Illustration) 


Chelsea  Bridge  and  Church.  (W.  No.  85.  M.  No.  96. 

K.  No.  95) 

One  of  the  Thames  Set. 

The  Little  Forge.*  (W.  No.  115.  M.  No.  145.  K.  No.  147) 

First  state  (of  eight  states).  This  impression  is  enriched 
with  additional  wash  drawing  by  Whistler.  From  the 
collection  of  Queen  Victoria. 


London  Bridge.  (W.  No.  123.  M.  No.  150.  K.  No.  153) 

A  very  rare  dry-point. 

(See  Illustration) 

Price’s  Candle  Works.  (W.  No.  124.  M.  No.  151. 

K.  No.  154) 

Fourth  state.  The  mainsail  is  heavily  shaded  and  there 
is  more  work  on  the  buildings,  and  under  the  arches  of 
the  bridge. 


A 


Sketch  from  Billingsgate.*  (W.  No.  130.  M.  No.  164. 

K.  No.  168) 


A  rare  dry-point. 

(See  Illustration) 


Free  Trade  Wharf. 


(W.  No.  134. 


M.  No.  160.  K.  No.  163) 


Putney  Bridge. 


(W.  No.  145. 


M.  No.  175.  K.  No.  178) 


The  Little  Putney,  Number  One.  (W.  No.  146.  M.  No.  176. 

K.  No.  179) 

Nocturne.*  (W.  No.  150.  M.  No.  181.  K.  No.  1S4) 

One  of  the  Venice  Set. 

‘‘This  is  the  best  example  of  his  printing — really  painting  on 
the  plate — I  know.  No  professional  printer  can  equal,  it,  and 
he  himself  could  not  repeat  it.  It  is  really  a  monotype.” 

Joseph  Pennell. 


45 


“And  when  the  evening  mist  clothes  the  riverside  with  poetry, 
as  with  a  veil,  and  the  poor  buildings  lose  themselves  in  the 
dim  sky,  and  the  tall  chimneys  become  campanili,  and  the  ware¬ 
houses  are  palaces  in  the  night,  and  the  whole  city  hangs  in  the 
heaven,  and  fairy-land  is  before  us — then  the  wayfarer  hastens 
home;  the  working-man  and  the  cultured  one,  the  wise  man  and 
the  one  of  pleasure,  cease  to  understand,  as  they  have  ceased  to 
see,  and  Nature,  who,  for  once,  has  sang  in  tune,  sings  her 
exquisite  song  to  the  artist  alone,  her  son  and  her  master — her 
son  in  that  he  loves  her,  her  master  in  that  he  knows  her.” 

From  Mr.  Whistler’s  “Ten  o’Clock”  (London,  1888). 

(See  Illustration) 

The  Little  Mast.  (W.  No.  151.  M.  No.  182.  K.  No.  185) 
One  of  the  Venice  Set. 

“Take  such  etchings  as  the  Little  Mast,  the  Piazzetta,  the  Riva, 
San  Giorgio,  the  Balcony,  etc.  In  each  the  strokes  are  almost  to 
be  counted,  yet  how  they  assist  the  eye  to  complete  the  picture 
for  itself!” 

Hans  Wolfgang  Singer,  James  McNeill  Whistler,  p.  48. 


The  Little  Lagoon.  (W.  No.  152.  M.  No.  183.  K.  No.  186) 

One  of  the  Venice  Set. 

(See  Illustration) 

The  Doorway.  (W.  No.  154.  M.  No.  185.  K.  No.  188) 

First  proof  of  the  first  state.  The  first  impression  from 
the  plate  and  so  marked  by  the  artist. 

(See  Illustration) 

The  Same.* 

Before  the  figure  of  the  girl  was  burnished  out  and  re¬ 
placed  by  one  more  youthful  who  holds  a  piece  of  drapery 
in  her  hand,  part  of  which  is  in  the  water. 

“Much  richer  in  effect  and  with  more  elaboration  of  detail  than 
is  usual  in  this  series  is  the  Doorway.  A  beautiful  view  of  what 
has  once  been  a  palace.  .  .  .  The  fine  architecture  of  the  exterior 
with  the  rich  tracery  of  the  windows,  is  very  beautifully  indi¬ 
cated,  and  the  water  in  the  foreground  is  wonderfully  trans¬ 
parent.” 

T.  R.  Way,  The  Art  of  J.  McNeill  Whistler,  pp.  73-74. 

“The  Doorway  still  exists  and  is  on  the  direct  route  almost 
from  San  Marco  to  the  Grand  Canal.  No  plate  with  such 
elaborate  drawing  of  architectural  detail  was  ever  attempted  by 
him.  The  printing  in  its  perfection  could  only  be  done  by 
him.”  Joseph  Pennell. 


'pj-jg  Piazzetta.*  (W.  No.  155.  M\  No.  186.  K.  No.  189) 

One  of  the  Venice  Set. 

“Drawn  from  the  landing  place  looking  toward  St.  Mark’s  Cam¬ 
panile.  One  of  the  few  plates  in  which  the  reversing  of  the 
architecture  is  noticeable.”  Joseph  Pennell. 
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The  Little  Lagoon 
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The  Doorway 
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Long  Lagoon 


The  Bridge 
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The  Traghetto.  (W.  No.  156.  M.  No.  188.  K.  No.  191) 

One  of  the  Venice  Set. 

(See  Illustration) 


The  Riva,  Number  One. 

One  of  the  Venice  Set. 


(W.  No.  157.  M.  No.  189. 
K.  No.  192) 


“Take  such  etchings  as  the  Little  Mast,  the  Piazzetta,  the  Riva, 
San  Giorgio,  the  Balcony,  etc.  In  each  the  strokes  are  almost 
to  be  counted,  yet  how  they  assist  the  eye  to  complete  the  picture 
for  itself !’’ 

Hans  Wolfgang  Singer,  James  McNeill  Whistler,  p.  48. 
“But  there  are  no  such  perfect  plates  in  the  world  as  The  Beg¬ 
gars,  The  Traghetto,  the  two  Rivas,  and  the  Bridge.” 

E.  R.  &  J.  Pennell,  The  Life  of  James  McNeill  Whistler,  p.  282. 

(See  Illustration) 

The  Same.* 


Early  and  beautiful  impression  printed  in  warm-toned 
brown  ink.  From  the  Menpes  and  Ellingwood  collections. 


Two  Doorways.*  (W.  No.  158.  M.  No.  190.  K.  No.  193) 

Third  state  (of  six  states).  Superb  impression,  on 
Japan  paper,  with  margins.  From  the  Judson  S. 
Dutcher  collection.  This  impression  is  reproduced  in 
the  Grolier  Club  catalogue  of  Whistler’s  etchings,  com¬ 
piled  by  Mr.  E.  G.  Kennedy. 

One  of  the  Venice  Set. 

“Somewhat  similar  and  equally  fine  are  The  Balcony,  The  Pal¬ 
aces,  and  the  Two  Doorways,  the  four  prints  showing  superb 
draughtsmanship  and  very  effective  contrasts  of  light  and  shade.” 

T.  R.  Way,  The  Art  of  J.  McNeill  Whistler,  p.  74. 

(See  Illustration) 


The  Beggars*  (W.  No.  159.  M.  No.  191.  K.  No.  194) 

One  of  the  Venice  Set. 

“And  when  one  comes  to  think  of  it,  there  are,  as  for  instance 
in  those  dark  alleyways  of  the  Venetian  Set,  or  the  Kitchen  of 
the  French  Series,  passages  of  luminous  shadow  which  Rem¬ 
brandt  never  approached  in  the  Burgomaster  Six  or  in  any 
similar  subject.”  Joseph  Pennell. 

(See  Illustration) 


The  Mast.  (W.  No.  160.  M.  No.  192.  K.  No.  195) 

One  of  the  Venice  Set. 

San  Biagio.  (W.  No.  163.  M.  No.  194.  K.  No.  197) 

Early  proof  before  the  additional  work  under  the  arch. 
One  of  the  ‘  ‘  Twenty-six  Etchings.  ’  ’ 

51 


“Whistler  by  this  time  has  called  into  requisition  the  resources 
of  ink — the  plate  is  painted  with  ink ;  it  is  wiped  exactly  where 
wiping  adds  to  the  effect  of  it ;  and  so  we  have,  as  no  one  else 
could  have  given  it  to  us  .  .  .  the  San  Biagio,  and  that  mar¬ 
velous  piece,  the  Garden.” 

Frederick  Wedmore,  Whistler  and  Others,  p.  20. 

“This  great  archway  still  stands,  facing  the  Lagoon  near  the 
Public  Garden,  Venice,  although  it  is  now  more  or  less  hidden 
by  a  ship-building  yard.”  Joseph  Pennell. 

(See  Illustration) 

The  Same. 

The  shading  under  the  archway  has  been  enriched  with 
additional  work.  From  the  Charles  Dowdeswell  collec¬ 
tion.  Marked  at  the  back,  ‘  ‘  finest  impression  taken. 
C.  D.,  ’  ’  in  the  handwriting  of  Mr.  Dowdeswell. 

Turkeys.*  (W.  No.  165.  M.  No.  196.  K.  No.  199) 

First  state,  before  the  butterfly  and  before  the  delicate 
dry-point  lines  to  the  left  of  the  man ’s  head.  One  of 
the  ‘  ‘  Twenty-six  Etchings.  ’  ’ 

San  Giorgio.  (W.  No.  167.  M.  No.  198.  K.  No.  201) 

One  of  the  ‘ 1  Twenty-six  Etchings.  ’  ’ 

Long  Lagoon.*  (W.  No.  169.  M.  No.  200.  K.  No.  203) 

First  state,  before  the  butterfly.  One  of  the  1 1  Twenty- 
six  Etchings.  ’  ’ 

(See  Illustration) 


The  Same. 

Second  state,  with  the  butterfly. 

The  Bridge.  (W.  No.  171.  M.  No.  201.  K.  No.  204) 

From  the  Charles  Dowdeswell  collection.  Marked  at  the 
back,  ‘  ‘  finest  impression  taken.  C.  D.,  ’  ’  in  the  hand¬ 
writing  of  Mr.  Dowdeswell.  One  of  the  1 1  Twenty-six 
Etchings.  ’  ’ 

(See  Illustration) 

Upright  Venice.  (W.  No.  172.  M.  No.  202.  K.  No.  205) 

Second  state  (of  four  states),  before  the  reflections  be¬ 
low  the  gondola  in  the  center  were  lengthened. 

One  of  the  1  ‘  Twenty-six  Etchings.  ’  ’ 

“The  same  amazing  effect  of  distance”  (already  noticed  in  the 
Little  Venice)  “is  produced  in  many  others  of  the  Venice  etch¬ 
ings,  such  as  the  Little  Lagoon,  San  Giorgio,  the  Upright  Venice 
and  the  Long  Venice.” 

T.  R.  Way,  The  Art  of  J.  McNeill  Whistler,  p.  73. 
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The  Traghetto 
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The  Riva,  Number  One 


i 
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Two  Doorways 


The  Beggars 


56 


Drury  Lane.  (W.  No.  176.  M.  No.  234.  K.  No.  237) 

One  of  the  ‘ 1  Twenty-six  Etchings.  ’  ’ 

The  Balcony.  (W.  No.  177.  M.  No.  204.  K.  No.  207) 

From  the  Macgeorge  collection.  This  impression  was 
reproduced  in  the  Grolier  Club  catalogue.  One  of  the 
‘  ‘  Twenty-six  Etchings.  ’  ’ 

“The  chiaroscuro  is  as  effective,  the  draughtsmanship  as  fine, 
the  detail  quite  as  beautiful  as  the  Palaces  or  the  Doorway.” 

Frederick  Wedmore,  Whistler’s  Etchings,  p.  80. 

“In  this  Set  the  entrancing  freedom  and  inexhaustible  sugges¬ 
tiveness  of  the  Balcony  and  the  Garden  demand  note.” 

Frederick  Wedmore,  Etching  in  England,  p.  38. 

Ponte  del  Piovan.  (W.  No.  179.  M.  No.  206.  K.  No.  209) 

One  of  the  ‘ 1  Twenty-six  Etchings.  ’  ’ 


Garden.  (W.  No.  180.  M.  No.  207.  K.  No.  210) 

One  of  the  ‘  ‘  Twenty-six  Etchings.  ’  ’ 

“Whistler  by  this  time  has  called  into  requisition  the  resources 
of  ink — the  plate  is  painted  with  ink;  it  is  wiped  exactly  where 
wiping  adds  to  the  effect  of  it;  and  so  we  have,  as  no  one  else 
could  have  given  it  to  us  .  .  .  the  San  Biagio,  and  that  mar¬ 
velous  piece,  the  Garden. 

“Only  a  little  walled  garden  that  abuts  on  a  Venetian  canal;  it 
is  an  exquisite  vision  of  the  irrepressible  piercing  of  the  life  of 
the  Summer.” 

Frederick  Wedmore,  Whistler  and  Others,  pp.  20-25. 


The  Rialto.  (W.  No.  181.  M.  No.  208.  K.  No.  211) 

One  of  the  1 1  Twenty-six  Etchings.  ’  ’ 

(See  Illustration) 


Nocturne:  Furnace.  (W.  No.  183.  M.  No.  210.  K.  No.  213) 

One  of  the  “Twenty-six  Etchings.” 

Quiet  Canal*  (W.  No.  184.  M.  No.  211.  K.  No.  214) 

One  of  the  “Twenty-six  Etchings.” 

Salute:  Dawn*  (W.  No.  185.  M.  No.  212.  K.  No.  215) 

One  of  the  1  ‘  Twenty-six  Etchings.  ’  ’ 

“Salute:  Dawn,  a  marvellous  dry-point,  which  shows  the  sun 
rising  over  a  group  of  buildings  and  domes,  across  a  wide  ex¬ 
panse  of  water.  The  qualities  of  this  plate,  which  has  but  the 
slightest  dry-point  skeleton,  depend  upon  the  most  wonderful 
printing,  each  impression  being  really  a  painting  by  Mr.  Whis- 

tlei  °n  th<?  T°PR.e  Way,  The  Art  of  J.  McNeill  Whistler,  p.  75. 
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Lagoon:  Noon.*  (W.  No.  186.  M.  No.  213.  K.  No.  216) 

First  state.  There  is  a  positive  black  mark  like  a 
shuttlecock  in  the  upper  left  corner,  ancl  there  are 
ratlines  on  the  shrouds  of  the  mainmast  of  the  brigan¬ 
tine. 

Marked  at  the  back  in  Whistler ’s  handwriting,  ‘  ‘  1st 
No.  51.”  From  the  collection  of  Mr.  Walter  Dowdes- 
well.  This  is  the  impression  reproduced  in  the  Grolier 
Club  catalogue  of  Whistler ’s  etchings,  compiled  by  Mr. 
E.  G.  Kennedy. 

One  of  the  ‘  ‘  Twenty-six  Etchings.  ’  ’ 

The  Smithy*  (W.  No.  197.  M.  No.  237.  K.  No.  240) 

From  the  collection  of  Queen  Victoria. 

“Most  of  the  Venetian  studies  are  superb,  and  are  already  ex¬ 
tremely  rare.  It  is  still  more  seldom  that  we  encounter  those 
enchanting  and  marvelous  productions  of  a  yet  later  period, 
whose  themes  were  taken  from  northern  France,  Holland,  and 
especially  Belgium.  When  by  a  mere  chance  any  of  these  find 
their  way  into  the  market  they  are  eagerly  secured  for  many 
times  their  weight  in  gold ;  comprising,  as  they  do,  the  very 
finest  examples  of  Whistler’s  work  and  some  of  the  most  perfect 
specimens  of  art  in  existence.  I  refer  in  particular  to  such 
studies  as  The  Smithy;  Palace,  Brussels;  Square  House;  Bal¬ 
cony,  Amsterdam ;  Pierrot.  ...” 

Hans  W.  Singer,  James  McNeill  Whistler,  p.  51. 

Dordrecht.*  (W.  No.  200.  M.  No.  239.  K.  No.  242) 

From  the  collection  of  Mortimer  Menpes. 

Cameo  Number  One.  (Mother  and  Child.)  (M.  No.  333. 

K.  No.  347) 

Marked  at  the  back,  1 1 3rd  proof,  ’  ’  and  signed  with 
Whistler ’s  butterfly  signature. 

(See  Illustration) 


Note.  The  catalogues  of  Whistler’s  work, 
referred  to  above,  are: 

Whistler’s  Etchings.  A  Study  and  a  Catalogue.  By 
Frederick  Wedmore.  London,  1899. 

A  Descriptive  Catalogue  of  the  Etchings  and  Dry-points 
of  James  Abbott  McNeill  Whistler.  By  Howard 
Mansfield.  The  Caxton  Club,  Chicago,  1909. 

The  Etched  Work  of  Whistler,  illustrated  by  reproduc¬ 
tions  IN  COLLOTYPE  OF  THE  DIFFERENT  STATES  OF  THE 
plates.  Compiled,  arranged,  and  described  by  Edward 
G.  Kennedy.  The  Grolier  Club  of  the  City  of  New  York, 
1910. 


58 


59 


San  Biagio 


The  Rialto 
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Cameo  Number  One 


61 


CHARLES  MERYON 


hr*. 


HE  old  saying  that  “genius  is  akin  to  mad¬ 
ness”  was  certainly  true  in  the  case  of 
Charles  Meryon,  for  he  began  his  career  as 
an  unquestioned  genius  and  ended  it  in  the  lunatic 
asylum  of  Paris.  It  was  hunger  which  drove  him 
insane,  and  although  there  was  plenty  of  food  for  the 
lunatics  at  Charenton  yet  Meryon  actually  died  there 
from  starvation.  His  poor  diseased  mind  impelled 
him  to  refuse  all  food,  and  he  used  to  tell  the  atten¬ 
dants  to  give  his  meals  to  some  other  wretch  who  was 
still  hungrier  than  he  was.  He  died  in  1868. 

In  an  eloquent  paragraph,  Hamerton  writes  of 
Meryon : 

‘  ‘  The  case  of  Charles  Meryon  is  one  of  those  painful 
ones  which  recur  in  every  generation,  to  prove  the 
fallibility  of  the  popular  judgment.  Meryon  was  one 
of  the  greatest  and  most  original  artists  who  have  ap¬ 
peared  in  Europe;  he  is  one  of  the  immortals;  his 
name  will  be  inscribed  on  the  noble  roll  where  Diirer 
and  Rembrandt  live  forever.  .  .  .  Meryon  was  sorely 
tried  by  public  and  national  indifference,  and  in  a 
moment  of  bitter  discouragement  he  destroyed  the 
most  magnificent  series  of  his  plates.  When  we  think 
of  the  scores  of  mediocre  engravers  of  all  kinds,  who, 
without  one  ray  of  imagination,  live  decently  and  con- 
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tenteclly  by  their  trade,  and  then  of  this  rare  and 
sublime  genius  actually  ploughing  deep  burin  lines 
across  his  inspired  work,  because  no  man  regarded  it ; 
and  when  we  remember  that  this  took  place  in  Paris, 
in  our  own  enlightened  nineteenth  century,  it  makes 
us  doubt  whether,  after  all,  we  are  much  better  than 
savages  or  barbarians.” 

During  his  lifetime  Mery  on ’s  price  for  any  one  of 
his  finest  proofs  was  thirty  sous — or  thirty  cents,  but, 
as  Hamerton  says,  “no  man  regarded  it,”  Since  the 
year  1868  some  of  these  same  proofs  have  been  sold 
for  as  much  as  four  thousand  dollars  each.  F.  K. 
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CHARLES  MERYON 


Old  Gate  of  the  Palais  de  Justice.  (Wedmore  No.  3) 

Second  state,  with  the  name  and  address  of  Meryon. 

Arms  of  the  City  of  Paris.  (Wedmore  No.  5) 

First  state,  before  the  name  of  Meryon,  the  date,  and 
the  address. 

Le  Petit  Pont.  (Wedmore  No.  8) 

First  state,  before  the  letters  1 1 C  M  ’  ’  in  the  upper  right- 
hand  corner.  Proof  on  Chinese  paper.  Signed  to  the 
left,  ‘  ‘  C.  Meryon,  ’ 7  and  bearing  upon  the  mount  a 
dedication  in  the  handwriting  of  the  artist  to  Monsieur 
Mantz. 

“These  last  two  above  all"  (the  Rue  Pirouette  and  the  Rue  des 
Chantres )  “are  still  beautiful  plates,  but  they  are  far  from  hav¬ 
ing,  whatever  may  be  claimed  for  them,  the  splendid  austerity, 
the  admirable  balance,  of  the  Petit  Pont,  the  Morgue,  tlie 
Galerie  de  Notre  Dame,  or  the  Abside.” 

Loys  Delteil,  Charles  Meryon. 

“But  Meryon’s  skies  were  not  the  skies  of  open  country;  no 
vast  spaces  of  unbroken  air,  of  light  uncrossed  by  shadows, 
but  mostly  fragments  of  sky  seen  from  between  towering  street¬ 
lines — the  gray,  obscured,  and  lower  sky  of  cities;  now  and 
again,  as  in  the  Abside,  larger  tracts,  here  charged  with  brood¬ 
ing  clouds,  with  birds  flying  low — the  ‘solemn  admonishing 
skies’  of  a  mind  constant  to  its  own  imaginations.” 

Wedmore,  Meryon  and  Meryon’s  Paris,  p.  30. 

(See  Illustration) 

L’Arche  du  Pont  Notre  Dame.  (Wedmore  No.  9) 

First  state. 

“The  plate  is  well  represented  only  by  fine  impressions  of  this 
state.”  -  Frederick  Wedmore. 

“Under  the  arch  of  Le  Pont  Notre  Dame,  a  woman’s  figure, 
standing,  brooding  nobly,  is  set  well  against  the  weird  activity 
of  the  lithe  figure  slung  in  the  rope.” 

Wedmore,  Meryon  and  Meryon’s  Paris,  p.  31. 
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Le  Petit  Pont 
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La  Gal.erie  de  Notre  Dame 
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La  Galerie  de  Notre  Dame.  (Wedmore  No.  10) 

First  state,  on  paper  similar  in  texture  to  that  of  the 
papier  verdatre,  but  of  a  faint  rose  tint  instead  of  green. 
Upon  the  mount  in  the  handwriting  of  Meryon  the  words 
‘ 1  Monsieur  Mantz.  ’  ’ 

“The  only  fine  impressions  are  in  this  state.” 

Frederick  Wedmore. 

“His  finest  work,  for  quality  of  reflected  light,  is  the  Galerie  de 
Notre  Dame.”  Philippe  Burty,  Charles  Meryon,  p.  12. 

(See  Illustration) 


La  Rue  des  Mauvais  Gargons.  (WedmoreNo.il) 

Second  state,  with  the  verses.  Rare. 

“One  of  the  most  significant  of  sketches  and  of  mvsterious  effect.” 

Frederick  Wedmore. 

“The  one  lyric  note  of  the  Rue  des  Mauvais  Gargons,  for  in¬ 
stance,  is  in  its  own  way  as  complete  a  thing  as  is  the  magnifi¬ 
cent  epic  of  Abside  or  Morgue.” 

Frederick  Wedmore,  Fine  Prints,  p.  72. 

“The  Rue  des  Mauvais  Gargons,  with  its  gaunt  house  lines,  its 
barred  windows,  its  darkly  shadowed  portal,  and  deserted  ways 
— its  narrow  pavement,  along  which  two  lonely  figures  hurry, 
and  ‘gather  garments  round  them,  pass,  nor  pry’ — has  its  com¬ 
panion  in  the  Morgue.  ...” 

Frederick  Wedmore,  Meryon  and  Meryon’s  Paris,  p.  26. 

The  verses  have  been  translated  as  follows : 

What  mortal  ere  slept 
In  this  dwelling  of  gloom  ? 

Who  hid  here  and  wept 
In  the  dark  of  a  tomb  ? 

W  as  it  Virtue  sublime 
Poor,  silent,  and  proud  ? 

Or  would  you  say  Crimp. 

Vice,  shameless  and  loud? 

Ah!  ’t  is  unknown  to  me, 

But  if  thou  wish  to  know 
Thou  canst  yet  go  and  see 
Ere  the  stones  are  laid  low. 

(See  Illustration) 


Tourelle,  Rue  de  la  Tixeranderie.  (Wedmore  No.  13) 

First  state,  on  India  paper  mounted  into  plate  paper. 

“Lastly,  the  figures  of  Meryon.  Here,  as  nowhere  else,  reality 
and  fantasy  were  allowed  to  join.  .  .  .  But  they  are  always 
interesting,  fascinating,  and  alive,  alwavs  in  strange  accord 
with  the  dominant  note  of  the  subject,  whether  they  are  found 
in  grace  of  quietness  or  energy  of  action.  Thus  the  tall  and 
tranquil  elegance  of  the  standing  figure  in  the  Abside,  almost 
sculpturesque  in  the  simplicity  of  its  grace,  like  that  of  the 
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figure  leaning  against  the  doorway  in  the  Rue  de  la  Tixeran- 
derie,  fits  the  sentiment  no  less  than  it  suits  the  composition, 
and  is  Meryon’s  and  no  other’s.” 

Frederick  Wedmore,  Mery  on  and  Meryon’s  Paris,  p.  31. 

Le  Petit  Pompe.  (Wedmore  No.  16) 

Le  Pont  au  Change.  (Wedmore  No.  18) 

Trial  proof  before  the  first  state,  before  any  inscription 
beneath.  On  papier  verdatre.  Of  exquisite  beauty  and 
of  the  greatest  rarity.  From  the  A.  M.  Burritt  col¬ 
lection. 

‘‘The  Pont  au  Change — both  the  large  original  etching  and  the 
exquisite  interpretation  of  Nicolle’s  old  design — the  Pont  Neuf, 
the  great  Ah  side  itself  with  its  foreground  of  Seine  stream,  will 
show  us  that  no  one  like  Meryon  has  depicted  running  water, 
now  shallow,  now  deep,  never  mirror-like,  never  gathered  into 
waves,  but  rippling  pleasantly  against  the  angles  of  the  bridge 
piers,  or  flowing  moody  and  sullen  under  its  darkest  arches ; 
now  in  happy  sunlight;  now  in  profound  and  blackened 
shadow.” 

Frederick  Wedmore,  Meryon  and  Meryon’s  Paris,  p.  29. 

Le  Tombeau  de  Moliere.  (Wedmore  No.  23) 

Rue  des  Chantres.  (Wedmore  No.  25) 

First  state,  before  the  title,  on  Japan  paper.  Rare. 

Ministere  de  la  Marine.  (Wedmore  No.  26) 

Second  state  (of  four  states),  with  the  monogram  only. 
Rare. 

The  commission  to  etch  this  plate  was  secured  for 
Meryon  by  his  friend  Monsieur  Jules  Niel  of  the  Mi¬ 
nistere  de  1  Tnterieur,  who  hoped,  no  doubt,  it  would  lead 
to  further  work  and  might  relieve  much  of  Meryon  *s 
distress.  This  chance  was  lost,  however,  through  Me¬ 
ryon  ’s  insisting  upon  putting  all  sorts  of  wild,  imaginary 
creatures  in  the  sky. 

Entree  du  Couvent  des  Capucins  Frangais  a  Athenes. 

(Wedmore  No.  32) 

Second  state,  with  the  title,  Meryon ’s  name,  and  the 
printer ’s  name.  Rare. 

(See  Illustration) 

Ancienne  Habitation  a  Bourges.  (Wedmore  No.  34) 

With  “C  M  ’  ’  in  the  lower  left  corner,  but  before  all 
other  letters.  From  the  collection  of  Mademoiselle  Niel, 
the  pupil  of  Meryon. 
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La  Rue  des  Mauvais  Garcons 
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Entree  du  Couvent  des  Capu(;ins  Fran^ais  a  Athenes 
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La  Rue  des  Toiles,  a  Bourges.  (Wedmore  No.  35) 

Trial  proof,  before  the  first  state,  with  the  date  1853  on 
the  chimney  and  with  the  dog  in  the  left  foreground. 
On  warm-toned  Japan  paper. 

(See  Illustration) 


The  Pavilion  “de  Mademoiselle”  and  a  part  of  the  Louvre 
at  Paris.  (Wedmore  No.  68) 

Fine  and  early  impression,  on  Chinese  paper.  From  the 
collection  of  Philippe  Burty.  In  the  handwriting  of  the 
artist,  “Vue  du  Pavilion  de  Mademoiselle  et  d’une  Par- 
tie  de  Louvre.  ’  ’ 


The  Ship  of  Jean  de  Vyl,  of  Rotterdam.  (Wedmore  No.  72) 

After  Zeeman.  On  India  paper.  In  the  handwriting  of 
the  artist,  “Galeotte  de  Jean  de  Vyl  de  Rotterdam.  ” 


Haarlem  to  Amsterdam.  (Wedmore  No.  73) 

On  India  paper.  In  the  handwriting  of  the  artist,  “Bat- 
teau  de  Harlem  a  Amstredam.  ’  ’ 


Calais  to  Flushing.  (Wedmore  No.  74) 

After  Zeeman.  In  the  handwriting  of  the  artist,  ‘ 1  Pas- 
sagers  de  Calais  a  Flesingue.  ’  ’ 


South  Sea  Fishers.  (Wedmore  No.  75) 

After  Zeeman.  On  India  paper.  In  the  handwriting  of 
the  artist,  ‘  ‘  Pesclieurs  de  la  Mer  du  Sud.  ’  ’ 

Portrait  of  T.  Agrippa  d’Aubigne.  (Wedmore  No.  90) 

From  a  lithograph  by  Hibert  after  the  picture  preserved 
by  the  Council  at  Geneva.  The  first  state  (of  three 
states),  before  any  lettering.  Rare.  On  Chinese  pauer. 
In  the  handwriting  of  Meryon,  “Poitou  et  Vendee,  d’Au¬ 
bigne.  ’  ’ 

Portrait  of  Jacques  Louis  Marie  Bizeul.  (Wedmore  No.  93) 
The  Breton  archa?ologist. 

Proof  before  all  letters,  on  Chinese  oaper.  In  the 
handwriting  of  the  artist,  “Poitou  et  Vendee  27  Nov. 
Mr.  Bizeul  Archeologien  Vendeen  (Fontenay).  ’  ’ 
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Portrait  of  Benjamin  Fillon.  (The  Antiquary.) 

(Wedmore  No.  94) 

Proof  before  all  letters,  on  Chinese  paper.  The  title  of 
the  personage  is  written  beneath  in  the  handwriting  of 
Meryon,  and,  upon  the  back,  the  date,  1  1  14  Mai  62.  7 7 

Portrait  of  Meryon. 

Fac-simile  of  the  drawing  by  Francois  Flameng  (1858). 

“The  Flying  Dutchman.’’ 

Lithograph  by  Theophile  Chauvel  after  a  pastel  by 
Meryon. 


Note.  The  catalogue  of  Meryon ’s  work, 
referred  to  above,  is: 

Meryon  and  Meryon ’s  Paris.  With  a  descriptive  catalogue 
of  the  artist ’s  work.  By  Frederick  Wedmore.  London, 
1892. 

Note.  An  Exhibition  of  Meryon ’s  etchings  will  be  held  in 
the  Gallery  of  Messrs.  Frederick  Keppel  &  Co.  March  2d 
to  31st.  A  more  extended  notice  will  be  found  on 
pages  95-96  of  the  Quarterly. 
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La  Rue  des  Toiles,  a  Bourges 
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D.  Y.  CAMERON 


|N  the  history  of  original  etching  it  has  always 
been  the  case  that  etchers  of  the  first  rank 
have  been  “like  angels’  visits,  few  and  far 
between.”  Almost  every  great  etcher— such  as  Rem¬ 
brandt,  Van  Dyck,  Claude  Lorrain,  Millet,  and  Whis¬ 
tler — has  been  a  great  painter  also. 

The  exceptions  to  this  rule  are  Meryon  and  Sey¬ 


mour  Hayden;  but  Haden  cared  little  for  pictures  in 
colors  and  Meryon  was  color-blind. 

Mr.  Cameron  is  a  famous  painter  as  well  as  an 
etcher  who  ranks  with  the  best.  The  son  of  a  Scottish 
clergyman,  he  is  the  most  scrupulously  honest  of 
artists.  He  prints  his  own  proofs,  and  if  he  an¬ 
nounces  an  edition  of  thirty  he  prints  only  that  num¬ 
ber,  then  destroys  the  copper  plate  and  then  revises 
each  proof  and  ruthlessly  tears  up  every  one  which 
does  not  entirely  satisfy  him. 

For  this  reason  he  may  be  compared  to  some  very 
poor  widow  who  never  can  provide  food  enough  to 
satisfy  the  appetites  of  her  hungry  children.  The 
present  writer  has  often  suffered  from  hunger  of  this 
kind.  He  would  order  ten  or  a  dozen  proofs  of  some 
new  plate,  but  Mr.  Cameron  could  only  allot  two  or 
three  to  him.  The  result  of  this  extreme  fastidious¬ 
ness  is  that,  although  David  Y.  Cameron  is  still  a 
young  man,  yet  his  prints  already  fetch  very  large 
prices.  F.  K. 
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St.  Mark’s,  Venice 
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Cour  dhs  Bons  Enfants,  Rouen 


D.  Y.  CAMERON 


The  etchings  marked  with  an 
Dows  collection,  hut  have 
of  their  beauty  and 

asterisk  did  not  form  part  of  the  Tracy 
been  included  in  this  list  on  account 
the  quality  of  the  impressions. 

Messages. 

(Wedmore  No.  21) 

Old  Age. 

(Wedmore  No.  24) 

Flower  Market. 

(Wedmore  No.  40) 

A  Lady  of  Holland.* 

(Wedmore  No.  41) 

Mary. 

(Wedmore  No.  48) 

Canal:  Amsterdam. 

(Wedmore  No.  52) 

The  Rembrandt  Farm. 

(Wedmore  No.  62) 

Old  Houses,  Stirling. 

(Wedmore  No.  72) 

St.  Mark’s,  Venice. 

(Wedmore  No.  74) 

(See  Illustration) 


The  Smithy.  (Wedmore  No.  103) 

Cour  des  Bons  Enfants.  (Wedmore  No.  110) 

(See  Illustration) 

Broad  Street,  Stirling.  (Wedmore  No.  114) 

The  gray  house  at  the  left  of  the  deep  shadow  that  sur¬ 
rounds  the  cross  was  Darnley’s  house. 

Custom  House.  (Wedmore  No.  118) 

This,  and  the  following  eleven  subjects,  comprise  the 
1 1  London  Set,”  issued  in  1900.  The  edition  of  the 
London  Set  was  limited  to  thirty-five,  and  the  plates 
destroyed. 
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Waterloo  Place. 

The  Tower. 

Horse  Guards. 

Admiralty. 

Downing  Street. 

Waterloo  Bridge. 

Queen  Anne’s  Gate. 

Henry  VIII  Chapel. 

St.  Paul’s,  from  Thames. 

Newgate. 

St.  George’s,  Hanover  Square. 

Roslyn. 

Trial  proof,  with  a  large  figure 
doorway. 

The  Same. 

First  state.  The  figure  is  removed. 

(See  Illustration) 

The  Crucifix.  St.  Maclou,  Rouen. 

(See  Illustration) 

St.  Mark’s,  Number  Two.  (The  Rose 

(See  Illustration) 

The  Abbazia. 

(See  Illustration) 

The  Rialto. 

The  House  of  Joannis  Darius. 

(See  Illustration) 


(Wedmore  No.  119) 

(Wedmore  No.  120) 

(Wedmore  No.  121) 

(Wedmore  No.  122) 

(Wedmore  No.  123) 

(Wedmore  No.  124) 

(Wedmore  No.  125) 

(Wedmore  No.  126) 

(Wedmore  No.  127) 

(Wedmore  No.  128) 

(Wedmore  No.  129) 

(Wedmore  No.  1301 
at  the  right  of  the 


(Wedmore  No.  131 ) 

Window.) 

(Wedmore  No.  132) 

(Wedmore  No.  133) 

(Wedmore  No.  134) 
(Wedmore  No.  137) 


Elcho  on  the  Tay. 


(See  Illustration) 
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(Wedmore  No.  140) 


Roslyn 
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The  Crucifix.  St.  Maclou,  Rouen 
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St.  Mark’s,  Number  Two  (The  Rose  Window) 
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The  Abbazia 
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The  House  of  Joannis  Darius 
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Elcho  on  the  Tay 


Place  Plumereau,  Tours.* 
Hotel  Sens,  Paris.* 
Berwick-on-Tweed.* 


(Wedmore  No.  151) 
(Kinder  No.  159) 
(Kinder  No.  176) 


Note.  The  catalogues  of  Cameron’s  work, 
referred  to  above,  are : 


Cameron’s  Etchings:  A  Study  and  a  Catalogue.  By  Fred¬ 
erick  Wedmore.  London,  1903. 

Etchings  by  D.  Y.  Cameron  and  a  Catalogue  of  his  Etched 
Work.  With  an  introductory  essay  by  Frank  Kinder 
(Illustrated).  Edinburgh,  1908. 
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OTHER  ETCHINGS  FROM  THE  TRACY  DOWS 

COLLECTION 


CLAUDE  LE  LORRAIN  (Claude  Gellee) 

Born  at  Chamagne,  a  village  on  the  Moselle  in  the 
Vosges  country,  in  1600;  died  at  Rome  in  1682. 

‘  ‘  His  superiority  as  an  etcher  is  chiefly  a  technical  supe¬ 
riority;  he  could  lay  a  shade  more  delicately,  and  with  more 
perfect  gradation,  than  any  other  etcher  of  landscape ;  he 
could  reach  rare  effects  of  transparency,  and  there  is  an  in¬ 
effable  tenderness  in  his  handling.  These  are  his  chief  claims 
to  our  consideration,  and  he  is  so  strong  on  these  points  that 
such  accomplished  moderns  as  Haden  and  Samuel  Palmer  have 
a  great  reverence  for  his  name.  ” 

P.  G.  Hamerton,  Etching  and  Etchers,  pp.  157-158. 

Le  Bouvier.  (Kobert-Dumesnil,  Vol.  i,  p.  13,  No.  8) 

The  rare  second  state,  before  the  little  bird  to  the  right 
of  the  tree  was  covered  with  light,  horizontal  dry-point 
lines. 

“For  technical  quality  of  a  certain  delicate  kind  this  is  the 
finest  landscape  etching  in  the  world.  Its  transparency  and 
gradation  have  never  been  surpassed.  The  most  wonderful 
passages  are  in  the  great  masses  of  foliage  which  have  been,  as 
it  were,  tenderly  painted  and  glazed  with  the  point.” 

P.  G.  Hamerton. 

(See  Illustration) 


J.  B.  C.  COROT 

Born  at  Paris,  in  1796;  died  there  in  1875. 

‘  ‘  .  .  .  And  yet,  in  spite  of  these  defects,  the  few  etchings 
of  Corot  have  one  merit  and  charm — they  do  certainly  recall  to 
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Le  Bouvier 


mind,  by  association  of  ideas,  his  charming  work  in  oil,  so  full 
of  the  sweetest  poetical  sentiment.  All  sins  are  forgiven  to  the 
true  poets.”  P.  G.  Hamerton. 

Ville  d’Avray:  Le  Bateau  sous  les  Saules.  (Delteil  No.  2) 

Second  state,  with  the  additional  work  in  the  water  and 
on  the  trees  to  the  right.  “Rare.” — Loys  Delteil. 

Ville  d’Avray:  L’Etang  au  Batelier.  (Delteil  No.  3) 

Second  state,  with  the  name  of  Corot.  Presentation 
proof  from  Michelin  to  Maxime  Lalanne.  In  the  hand¬ 
writing  of  Michelin,  “a  Mr  Lalanne— Michelin.  Su- 
perbe  epreuve  avant  1 ’acierage— L ’Etang  de  Ville 
d  ’Avray  pour  les  poesies  d  ’Edmond  Roche.  ’  ’  From  the 
collection  of  Maxime  Lalanne. 

Campagne  Boisee.  (Delteil  No.  8) 

Second  state  (of  four  states),  before  the  name  of  De- 
latre  or  of  Salmon.  Rare. 

From  the  collection  of  Maxime  Lalanne. 


AXEL  HERMAN  HAIG 

Born  at  Katthamra,  in  the  Swedish  island  of  Gotland, 

1835. 


Burgos  Cathedral:  Interior  (Armstrong  No.  65) 

“This  etching  of  the  Interior  of  Burgos  Cathedral,  one  of  the 
many  famous  ecclesiastical  buildings  in  Spain,  may  fairly  be 
described  as  the  best-known  and  most  highly  valued  of '  Mr. 
Haig’s  etchings  of  cathedral  interiors.  In  none  does  his  skill 
as  a  draughtsman,  combined  with  his  power  of  rendering  deli¬ 
cate  and  intricate  detail,  show  itself  to  greater  advantage.’’ 

E.  A.  Armstrong, 

Axel  Herman  Haig  and  his  Work,  p.  110. 

Notre  Dame,  Paris.  (Armstrong  No.  137) 


ANDERS  ZORN 

“But  it  is  in  his  etchings  that  the  art  of  Anders  Zorn 
is  seen  in  its  highest  vigor,  creativeness,  and  sureness 
of  hand,  whether  these  etchings  be  done  directly  from 
nature  or  are  transcriptions  of  his  masterly  paintings. 

88 


Lines  apparently  scribbled  at  random  and  which  might 
seem  to  harshly  gash  the  copper  plate,  result  in  a 
whole  which  is  strong,  clear,  and  vivid,  and  the  etch¬ 
ings  present  pictures  expressing  the  most  delicate  and 
fleeting  phases  of  expression  and  gesture.  This  ex¬ 
treme  refinement,  although  couched  in  a  disguise  of 
affected  roughness,  cannot  be  described  in  words.  Let 
us  only  say  that  these  etchings— paradoxical  in  their 
coarseness  of  means  and  fineness  of  effect— manifest 
the  master  at  his  best.  ’  ’  Henri  Marcel. 

Portrait  of  Ernest  Renan.  (Delteil  No.  72) 

“One  should  not  admire  Zorn’s  ‘Renan’  because  the  facts  it 
gives  were  so  swiftly  set  down  and  so  vigorously  emphasized, 
but  because,  with  this  bold  brevity  of  speech,  he  has  managed 
to  tell  us  so  much  in  so  clear  and  convincing  a  way.  His  por¬ 
trait  of  ‘Renan’  is  not  a  sketch,  simple  though  its  language  is. 
It  is  a  thorough  study.  It  portrays  the  man,  in  soul  and  body, 
as  fully  and  forcibly  as  any  portrait  without  color  could.” 

Mrs.  Schuyler  van  Rensselaer,  A  Swedish  Etcher. 

The  Toast  in  the  Idun.  (Delteil  No.  80) 

From  the  painting  in  the  National  Museum,  Stockholm. 

“The  Idun”  (Goddess  of  Youth)  is  the  name  of  a  scientific  and 
artistic  society  in  Stockholm,  and  Zorn’s  painting  was  presented 
to  the  association  on  its  thirtieth  jubilee.  Its  secretary  and 
founder  Harald  Wieselgren  is  seen  in  the  foreground.  In  the 
adjoining  room,  and  counting  from  left  to  right,  are  the  Royal 
Antiquarian  Hildebrand,  standing;  Professor  Key,  seated; 
Professor  Warn  also  seated,  half  hidden  and  seen  in  profile ; 
and  standing,  seen  almost  full  face,  Nordenskjold,  the  Arctic 
explorer. 

“Here  he  has  not  worked  in  just  the  same  way  as  in  the 
Renan,  but  his  handling  is  even  more  interesting  when  one 
studies  how  its  seemingly  reckless  strokes  result  in  an  effect 
of  so  much  completeness  and  force.” 

Mrs.  Schuyler  van  Rensselaer,  A  Swedish  Etcher. 


RECENT  ACQUISITIONS 


ANTOINE  MASSON 

“A  worthy  companion  of  Nanteuil  and  Edelinck  was  Antoine 
Masson,  who  was  born  at  Louvry,  near  Orleans,  in  1636,  but 
passed  most  of  his  life  in  Paris,  where  he  died  in  the  year 
1700.  .  .  .  Masson ’s  undoubted  masterpiece,  .  .  .  from  an  ar- 
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tistic  as  well  as  a  technical  standpoint,  is  his  beautiful  portrait 
of  the  Queen’s  Secretary,  Brisacier,  called  the  Grey-haired  Man, 
a  masterpiece  of  engraving  and  a  worthy  companion  to  Nan- 
teuil ’s  Pompone  and  Edelinck’s  Philippe  de  Champaigne.’  ’ 

W.  0.  Chapin, 

Masters  and  Masterpieces  of  Engraving,  p.  151. 

Guillaume  de  Brisacier.  (Robert-Dumesnil  No.  15) 

After  the  painting  by  Nicolas  Mignard. 

Second  state  (of  four  states),  with  the  two  misspell¬ 
ings — Brisasier  for  Brisacier,  and  Secretaire  for  Secre¬ 
taire —  in  the  inscription  around  the  oval.  Of  the  great¬ 
est  rarity. 

“L’un  des  chef-d’ oeuvres  du  maitre.”  Robert-Dumesnil. 

“This  print  ...  is  not  onlv  a  masterpiece  of  portraiture,  but  a 
marvel  of  technique  as  well.  Had  it  been  a  woodcut  it  would 
have  been  easy  for  the  engraver  to  represent  separate  white 
hairs  on  a  black  background;  but  when  it  is  remembered  that 
in  this  line  engraving  the  white  of  ‘each  particular  hair’  is  the 
original  surface  of  the  copper  plate,  from  which  all  the  inter¬ 
vening  black  had  to  be  cut  away,  this  plate  rests  a  monument 
of  technical  difficulty  successfully  overcome.” 

Frederick  Keppel,  Grolier  Club  Catalogue,  1892. 

(See  Illustration) 


ANDERS  ZORN 


Cercles  d’Eau.  (Delteil  No.  212) 

Edo.  (Delteil  No.  213) 

The  Precipice.  Not  described  by  Delteil. 

Height  9%  inches;  width  6*4  inches. 

‘  ‘  Last  to  be  mentioned,  but  in  some  ways  his  greatest 
achievement  in  etching,  are  his  masterly  nudes.  More 
numerous  in  some  years  than  in  others,  they  are  freely 
scattered  through  the  early  period  of  his  work;  and  of 
late  he  has  again  turned  liis  hand  to  the  interpretation 
of  this  theme,  — a  theme  which,  if  we  are  to  judge  by  an 
almost  entire  absence  of  any  satisfactory  treatment  of 
the  figure,  in  etching,  by  even  the  greatest  artists,  pre¬ 
sents  well-nigh  insuperable  difficulties.  Here  Zorn  stands 
not  only  unsurpassed,  but  unequaled.  In  the  whole 
range  of  etching,  during  the  four  centuries  that  stretch 
from  the  time  of  Albert  Diirer  to  our  own,  no  one,  not 
even  Rembrandt,  can  approach  Zorn.  Here  are  seen  in 
their  highest  perfection  the  qualities  which  proclaim  him 
a  master  in  that  field,  which  he  has  made  peculiarly 
his  own.”  FitzRoy  Carrington. 
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Guillaume  de  Brisacier. 


(“The  Grey-Haired  Man”) 
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SHB 


Sophia,  Dowager  Queen  of  Sweden. 

Not  described  by  Delteil. 
Height  9%  inches;  width  7  inches. 

August  Strindberg.  Not  described  by  Delteil. 

Height  11%  inches;  width  7%  inches. 

(See  Illustration) 


MORTIMER  MENPES 

Portrait  of  Whistler.  (No.  1) 

Height  5%  inches;  width  3%  inches. 

Portrait  of  Whistler,  his  head  inclined  to  the  right.  (No.  3) 

Height  7%  inches;  width  5%  inches. 

Portrait  of  Whistler,  seated.  (No.  7) 

Height  7%  inches;  width  5%  inches. 

Portrait  of  Whistler,  turned  to  the  left.  (No.  8) 

Height  5%  inches;  width  7%  inches. 


Note.  Messrs.  Frederick  Keppel  &  Company  have  also  in  stock 
a  number  of  Mortimer  Menpes  ’  etchings  of  the 
Japanese  Series.  A  list  of  these  will  be  given 
in  a  later  issue  of  the  Quarterly. 


EUGENE  BEJOT 

Le  Pont  des  Arts,  Paris. 

Height  11  inches;  width  10%  inches. 

Le  Canal  St.  Martin,  Paris. 

Height  6%  inches;  width  9%  inches. 

Pres  de  Leyde,  Holland. 

Height  4%  inches;  width  6%  inches. 
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August  Strindberg 
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Le  Stryge 


SPECIAL  EXHIBITION  FOR  MARCH 


OLLOWINGr  the  collection  of  etchings  by  D. 
Shaw  MacLaugiilan,  now  on  view  in  the 
gallery  of  Messrs.  Frederick  Keppel  &  Com¬ 
pany,  there  will  be  an  unusually  important  exhibition 
of  etchings  by  Charles  Meryon.  This  exhibition  will 
open  on  March  2d  and  will  close  on  March  31st. 
Among  many  other  important  pieces  the  forthcoming 
exhibition  will  contain  the  following : 


Le  Stryge.  (Wedmore  No.  7) 

The  first  state  —  before  the  verses  were  erased — printed 
on  papier  verddtre. 

( See  Illustration  ) 


Le  Petit  Pont.  (Wedmore  No.  S) 

Impression  of  the  extremely  rare  first  state,  before  the 
aC  M, ’ ’  printed  on  thin  Japan  paper.  This  impres¬ 
sion  is  signed  in  pencil  by  Meryon.  A  penciled  signa¬ 
ture  on  one  of  Meryon ’s  prints  is  of  the  utmost  rarity. 
The  print  is  still  attached  to  Meryon ’s  original  mount 
and  on  the  mount  Meryon  has  written  “Monsieur 
Mantz.  ”  From  the  Tracy  Dows  collection. 


The  Same. 

Impression  of  the  second  state,  printed  on  papier  ver¬ 
ddtre.  This  impression  comes  from  the  Denon  collection 
and  bears  the  seal  of  the  Ministere  de  la  Marine.  It  is 
still  on  Meryon  Js  original  mount. 
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La  Tour  de  l’Horloge.  (Wedmore  No.  12) 

Impression  of  the  first  state,  on  papier  verddtre.  From 
the  Burty,  Dowdeswell,  and  Ellingwood  collections. 

Tourelle,  Rue  de  la  Tixeranderie.  (Wedmore  No.  13) 

First  state,  on  papier  verddtre. 

St.  Etienne-du-Mont.  (Wedmore  No.  14) 

First  state,  on  papier  verddtre.  This  proof  was  exhib¬ 
ited  at  the  Paris  Salon  in  1852. 


La  Pompe  Notre  Dame.  (Wedmore  No.  15) 

First  state,  on  gray  India  paper.  From  the  Seymour 
Haden  collection. 

Le  Pont  Neuf.  (Wedmore  No.  17) 

Trial  proof,  before  the  verses,  on  papier  verddtre.  From 
the  Theobald  collection. 


Le  Pont  au  Change.  (Wedmore  No.  18) 

Trial  proof,  before  the  first  state  and  before  the  name 
and  address  of  Meryon.  One  of  the  few  existing  impres¬ 
sions  printed  on  papier  verddtre.  From  the  A.  M.  Bur- 
ritt  and  Tracy  Dows  collections. 


La  Morgue.  (Wedmore  No.  20) 

Early  impression  of  the  second  state,  on  thin,  wiry,  old 
Dutch  paper.  From  the  F.  Masson  collection.  On 
Meryon ’s  original  mount. 
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BOOKS  ON 

ETCHINGS  AND  ENGRAVINGS 


N.  B.  — Any  of  these  booklets,  bulletins  or  catalogues  will  be 
sent,  postpaid,  on  receipt  of  price. 

THE  KEPPEL  BOOKLETS 

The  First,  Second,  and  Third  Series  of  The  Keppel  Booklets 
are  now  ready.  Each  series  consists  of  five  Booklets,  described 
below,  inclosed  in  a  special  slide  case.  Any  series  will  be  sent, 
postpaid,  to  any  address  on  receipt  of  twenty-five  cents  in 
stamps. 

These  Booklets  measure  5%x3^  inches.  They  are  printed 
at  The  De  Yinne  Press,  New  York,  and  are  fully  illustrated. 
Separate  Booklets  can  be  had  at  5  cents  each,  postpaid. 


FIRST  SERIES 

CONCERNING  THE  ETCHINGS  OF  MR.  WHISTLER 

By  Joseph  Pennell 
Sixth  edition,  69  pages,  26  illustrations 

JEAN-FRANQOIS  MILLET,  Painter-Etcher 

By  Mrs.  Schuyler  van  Rensselaer 
Third  edition,  43  pages,  11  illustrations 

SIR  SEYMOUR  HADEN,  Painter-Etcher 

By  Frederick  Keppel 
Fourth  edition,  40  pages,  13  illustrations 

JOSEPH  PENNELL,  Etcher,  Illustrator,  Author 

By  Frederick  Keppel 

First  edition,  64  pages,  16  illustrations 

HERMAN  A.  WEBSTER  By  Martin  Hardie 

First  edition,  40  pages,  11  illustrations 
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SECOND  SERIES 


REMBRANDT’S  ETCHINGS  By  David  Keppel 

First  edition,  36  pages,  25  illustrations 

ONE  DAY  WITH  WHISTLER  By  Frederick  Keppel 

Second  edition,  23  pages  and  portrait 

THE  LATE  FELIX  BUHOT,  Painter-Etcher 

By  M.  Leonce  Ben^dite 
First  edition,  37  pages,  11  illustrations 

CHARLES  ME R YON  By  Frederick  Keppel 

Second  edition,  37  pages,  13  illustrations 

MR.  PENNELL’S  ETCHINGS  OF  NEW  YORK 
“SKYSCRAPERS”  By  Frederick  Keppel 

Second  edition,  24  pages,  9  illustrations 


THIRD  SERIES 

THE  ETCHINGS  OF  PIRANESI  By  Russell  Sturgis 
Third  edition,  54  pages,  19  illustrations 

HOW  PRINTS  ARE  MADE  By  Atherton  Curtis 

Second  edition,  28  pages 

MR.  PENNELL’S  ETCHINGS  OF  LONDON 

By  W.  C.  Arensberg 
First  edition,  43  pages,  14  illustrations 

DAUBIGNY  By  Robert  J.  Wickenden 

First  edition,  44  pages,  15  illustrations 

SOME  NEW  AMERICAN  ETCHINGS  BY  MR.  JOSEPH 
PENNELL  By  Hans  W.  Singer 

First  edition,  48  pages,  16  illustrations 
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THE  PRINT-COLLECTOR’S 
BULLETINS 

* 


The  Print-Collector’s  Bulletins  give  an  illustrated,  priced 
list  of  etchings  by  the  great  modern  masters  which  Messrs. 
Frederick  Keppel  &  Co.  can  supply  at  the  present  time. 

These  Bulletins  measure  9%  x  6J4  inches,  are  fully  illus¬ 
trated,  and  are  printed  at  The  Be  Vinne  Press,  New  York. 
Any  Bulletin  will  be  sent  postpaid  to  any  address  on  receipt 
of  five  two-cent  postage  stamps,  the  complete  series  of  fifteen 
Bulletins  on  receipt  of  one  dollar,  or  bound  in  gray  boards, 
paper  label,  one  dollar  and  fifty  cents,  postpaid. 


ADOLPHE  APPIAN 
OTTO  H.  BACHER 

FELIX  BRACQUEMOND 

First  edition,  54  pages,  18  illustrations 


FELIX  BUHOT 


First  edition,  28  pages,  9  illustrations 


JEAN-BAPTISTE  CAMILLE  COROT 
CHARLES  FRANCOIS  DAUBIGNY 
C.  STORM  VAN  ’S  GRAVESANDE 

First  edition,  52  pages,  15  illustrations 


SIR  SEYMOUR  HADEN 

First  edition,  58  pages,  24  illustrations 


CHARLES  JACQUE 

JULES  JACQUEMART 

JOHANN  BARTHOLD  JONGKIND 

First  edition,  40  pages,  8  illustrations 
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MAXIME  LALANNE 


Second  edition,  50  pages,  19  illustrations 


ALPHONSE  LEGROS 

First,  edition,  48  pages,  14  illustrations 


CHARLES  MERYON 

First  edition,  39  pages,  12  illustrations 


JEAN-FRANCOIS  MILLET 

First  edition,  40  pages,  14  illustrations 


JOSEPH  PENNELL 

Third  edition,  54  pages,  33  illustrations 


SAMUEL  PALMER 
GEORGE  SENSENEY 
JACQUE  JOSEPH  TISSOT 

First  edition,  36  pages,  6  illustrations 


EVERT  VAN  MUYDEN 

First  edition,  28  pages,  6  illustrations 


J.  A.  McNEILL  WHISTLER 

First  edition,  52  pages,  24  illustrations 


CADWALLADER  WASHBURN 
HERMAN  A.  WEBSTER 
HENRY  WOLF 

First  edition,  40  pages,  12  illustrations 

ANDERS  L.  ZORN 

Second  edition,  36  pages,  14  illustrations 
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ILLUSTRATED  CATALOGUE  OF  ETCHINGS 
AND  ENGRAVINGS  PUBLISHED  BY 
FREDERICK  KEPPEL  &  CO. 


1 1  Frederick  Keppel  &  Co.  publish  a  valuable  ancl  instruc¬ 
tive  Catalogue  of  their  prints.  The  book  is  profusely  il¬ 
lustrated,  with  really  capital  pictures,  and  will  be  most 
valuable  for  reference.  ’  ’—Arthur  Hoeber,  The  Globe  and 
Commercial  Advertiser,  March  29,  1908. 

New  edition.  Printed  at  The  De  Vinne  Press 
165  pages,  9V>  x6i4,  84  illustrations,  flexible  covers,  10  cents 


ILLUSTRATED  CATALOGUE  OF  ETCHINGS  BY 
AMERICAN  ARTISTS,  FOR  SALE  BY 
FREDERICK  KEPPEL  &  CO. 

“  The  firm  has  just  issued  a  handsomely  illustrated  Cata¬ 
logue  of  the  prints  in  their  stock,  and  there  is  with  the 
name  of  each  artist  a  biography.  The  book  is  uniform 
with  that  recently  issued  of  the  men  of  Europe,  and  will 
be  found  valuable  for  the  collector  and  the  amateur  gener¬ 
ally.  The  Globe,  May  20,  1908. 

First  edition.  Printed  at  The  De  Vinne  Press 

122  pages,  9f4  x  6% 

65  illustrations,  flexible  covers,  10  cents 


THE  BEST  PORTRAITS  IN  ENGRAVING 

By  the  Hon.  Charles  Sumner 

The  greater  part  of  this  article  appeared  in  a  New  York 
magazine  in  January,  1872. 

The  completion,  as  now  issued,  was  given  to  the  pub¬ 
lisher,  in  manuscript,  by  Mr.  Sumner  shortly  before  his 
death. 

He  gave  his  hearty  approval  to  its  publication  in  com¬ 
plete  form,  and  expressed  the  hope  that  it  would  call  the 
attention  of  many  persons  of  artistic  taste  to  the  study 
of  those  early  masterpieces  of  the  engraver ’s  art,  the  col¬ 
lection  and  possession  of  which  afforded  himself  so  much 
pleasure  and  instruction. 

Fifth  edition,  31  pages,  11%  x  8,  13  illustrations,  25  cents 
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AMERICAN  ETCHERS 


By  Mrs.  Schuyler  van  Rensselaer 

Reprinted,  by  permission,  from  The  Century  Magazine, 
with  the  16  original  illustrations. 

To  this  is  added  Frederick  Keppel ’s  article  on  the  life 
and  etched  work  of  Charles  Meryon. 

Mrs.  van  Rensselaer ’s  pamphlet  is  specially  recommended 
as  giving  a  clear  and  concise  view  of  the  art  of  etching. 

31  pages,  11%  x  7%,  16  illustrations,  20  cents 

THE  GOLDEN  AGE  OF  ENGRAVING 

By  Frederick  Keppel 

Reprinted,  by  permission,  from  Harper’s  Magazine. 

‘  ‘  To  those  who  wish  to  gather,  in  a  fewT  minutes  ’  reading, 
a  fair,  clear,  and  not  inadequate  conception  of  the  Art  of 
Engraving  and  its  Great  Masters,  the  perusal  of  Mr.  Fred¬ 
erick  Keppel ’s  article  on  the  subject  will  prove  very  satis¬ 
factory.  Although  the  spirit  of  condensation  rules  in  every 
line,  it  is  surprising  how  little  of  the  essential  pith  of  the 
theme  is  omitted.  The  paper  is  remarkably  clear  and 
compendious,  and  is  admirably  written.”  —  Stephen 
English. 

‘  ‘  Combines  rare  artistic  excellence  with  a  high  degree 
of  literary  merit.”  —  New  York  Tribune. 

Fourth  edition,  16  pages,  11x8,  13  illustrations,  15  cents 

LITHOGRAPHY  By  Atherton  Curtis 

Reprinted,  by  permission,  from  ‘  ‘  Some  Masters  of  Lithography.  ’  ’ 
Second  edition,  12  pages,  6x4% 

This  Pamphlet  will  be  mailed,  free,  on  application  to  the 
publishers. 


CATALOGUE  OF  THE  ETCHED  WORK  OF 

EVERT  VAN  MUYDEN  By  Atherton  Curtis 

With  a  portrait  of  the  artist  and  ten  head  pieces  etched 
expressly  for  the  catalogue  and  one  unpublished  plate 
( Lion  and  Lioness).  The  edition  is  limited  to  230  num¬ 
bered  copies  and  is  printed  by  The  De  Vinne  Press. 

Size  10x7  inches,  158  pages,  cloth,  paper  label,  $10 


FREDERICK  KEPPEL  &  CO. 


4  East  39th  Street 
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New  York 


The  Golden  Age 
of  Engraving 


By  FREDERICK  KEPPEL 


8vo,  550  pages.  263  illustrations,  cloth,  $3.50  net,  postage  26  cents. 
Autograph  Edition,  limited  to  300  copies,  full 
boards,  paper  labels,  $7.00  net 


HIS  volume  brings  together  the 


A  results  of  Mr.  Keppel’s  life-long 
study  of  engraving  and  etching.  It 
ranges  over  the  whole  field  from  Durer’s 
work  to  Pennell’s  and  offers  a  wealth 
of  comment,  counsel,  suggestion  and 
instruction  such  as  no  other  book  on 
the  subject  contains.  The  illustration 
is  no  less  rich  and  varied,  consisting  of 
examples  of  the  work  of  nearly  every 
great  engraver  and  etcher  from  Diirer 
down,  showing  the  peculiar  style  of 
the  artist. 


First  Edition  Exhausted  Before  Publication 


Price  of  Third  Edition,  $3.50  Net 


Second  Edition  All  Sold. 


THE  BAKER  &  TAYLOR  CO.,  PUBLISHERS 

33  EAST  17th  STREET,  -  •  NEW  YORK 


FOR  SALE  BY 


FREDERICK  KEPPEL  &  CO. 

4  EAST  39th  STREET,  -  -  NEW  YORK 


THE 

INTERNATIONAL 

STUDIO 

“By  all  odds  the  most  artistic  periodical 
printed  in  English.” 

— New  York  Tribune. 

¥ 

For  fourteen  years  The  Interna¬ 
tional  Studio  has  been  theundisputed 
leader  of  all  magazines  in  the  field 
of  art.  Its  special  articles  are  con¬ 
tributed  by  the  foremost  writers. 
Each  issue  contains  140  illustrations 
of  current  art  work  the  world  over, 
and  six  or  more  extra  inserted  Color 
Plates,  Monotints  or  Gravures, 
particularly  suited  for  framing. 

¥ 

Subscription  $5.00  per  year 

Three  Months’  Trial  Subscription 
#1.00 

JOHN  LANE  COMPANY 

110-114  West  32d  Street 
New  York 
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Arts  &  Decoration 

is  purchased  by  a  greater  number  of  people  than 
ever  before  subscribed  for  any  art  magazine. 

It  is  the  only  periodical  devoted  to  art  as  a 
natural  and  essential  part  of  house  building 
and  decorating. 

<J  Arts  and  Decoration  is  timely,  helpful  and 
practical,  and  is  essential  to  Americans  who 
wish  to  keep  in  touch,  monthly,  with  coming 
exhibitions  and  the  progress  of  art  in  America. 

If  Send  two  dollars,  paper  bills  or  money  order, 
for  a  year’s  subscription. 

$2.00  a  year.  20  cents  a  copy 

Adam  Budge,  Inc.,  1  1  Ok  "W.  3 2d  St.,  New  York 
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ART  AND  PROGRESS 


A  MONTHLY  ILLUSTRATED  MAGAZINE 


Published  by  The  American  Federation  op  Arts 
1741  New  York  Avenue,  Washington,  D.  C. 

The  official  organ  of  over  one  hun¬ 
dred  of  the  leading  Art  Societies 

t 

REGULAR  FEATURES 

SHORT  ARTICLES  BY  AUTHORITATIVE  WRITERS 
REVIEWS  OF  EXHIBITIONS  AND  BOOKS 
NEWS  NOTES  AND  EDITORIAL  COMMENT 
BULLETIN  OF  EXHIBITIONS  AND  CONVENTIONS 

T 

THE  BEST  WRITERS 
EXCELLENT  ILLUSTRATIONS 
GOOD  PRINTING 

¥ 

Among  the  regular  contributors  are :  Charles  H. 
Capfin,  Royal  Cortissoz,  Elisabeth  Luther  Cary, 
Clayton  Hamilton,  Frank  Jewett  Mather,  Jr., 
A.  C.  Gallatin,  Sir  Alfred  East,  Montgomery 
Schuyler,  James  Barnes,  Glenn  Brown,  Maud 
Howe,  William  H.  Downes,  and  Charles  Mulford 
Robinson. 


Subscription  Price  -  -  $1.50  a  year 
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